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CLAUDE CONTEMPLATING 
THE FUTURE 

ABOUT CLAUDE THORNHILL 

Following sideman and arranging stints for, among 
others, Ray Noble, Freddy Martin, Andre Kostelanetz, 
Benny Goodman, Hal Kemp, and Skinnay Ennis, as well 
as recordings with Billie Holiday, Mildred Bailey, and 
Maxine Sullivan (whom he discovered in Pittsburgh, 
brought to the New York Onyx Club, and made famous 
with the “swing” version of Loch Lomond ), Claude 
Thornhill formed his first big band in the winter of 
1939-1940. By the time he went into the Navy in 1942 
he was world-famous and had created sounds unlike 
those being made by any other dance band, thus win- 
ning great favor with the public and critics alike, and 
with musicians everywhere. After a brilliant Navy 
career, first with Artie Shaw and later with his own 
band and entertainment unit, which toured extensively 
in the Pacific Theater of War (he was decorated by 
Admiral Nimitz for this work), Claude reorganized his 
big band in 1946. 

When the bottom dropped out of the band business in 
the late 'forties almost every important leader had to 
face the fact that the future would not hold the same 
promise as had the past. Hotels, ballrooms, amusement 
parks-even such strongholds as the Meadowbrook, Glen 
Island Casino, and the Atlantic City Steel Pier-all of 
these were either shuttered or at least forced to curtail 
their operations drastically. Only college proms and 
club dates continued as dependable sources of bookings 
(and income), and these were mostly limited to week- 
ends. Some leaders gave up the ghost entirely. A few, 
such as Guy Lombardo and Duke Ellington, American 
institutions both, managed to keep booked. The Dorseys 
worked, apart and together, till they died within months 
of each other. Benny Goodman worked sporadically, and 
Woody Herman attempted a vocal career as a single be- 
tween "Herds”. Vaughn Monroe became the voice of 
RCA Victor TV and Radio commercials. In the case of 
Claude Thornhill, he could have chosen between several 


lucrative careers— as an arranger and composer for films 
(he had done some of the scoring for Judy Garland 
in Babes In Arms), as a cocktail pianist, as an accom- 
panist for such stars as Tony Bennett and Vic Damone 
(with both of whom he did work for a while)— or he 
could risk an economically uncertain future as a full- 
time bandleader. He chose the latter path. 

Although beset by personal difficulties and ill health 
for a time, he emerged triumphant from all this and 
succeeded in maintaining dance bands of varying sizes 


Side One THE BIG BAND OF THE ’ FORTIES 

1. SNOWFALL 

(Thornhill; Mutual Music Society, ASCAP. Time: 
1:15) 

LOVE TALES 

(Rose-Ryan; Leo Feist, Inc., ASCAP. Time: 3:40) 

2. TRAUMEREI 

(Schumann, arr. Thornhill; Mutual Music Society, 
ASCAP. Time: 2:21) 

3. SLEEPY SERENADE 

(Singer-Greene ; Leeds Music Corp., ASCAP. Time: 
2:00) 

4. WHERE OH WHERE HAS MY 
LITTLE DOG GONE? 

(P.D. Time: 2:50) 

5. WHERE OR WHEN 

(Rodgers-Hart; Chappell and Co., Inc., ASCAP. 
Time: 2:09) 

6. SNOWFALL 

(Thornhill; Mutual Music Society, ASCAP. Time: 
2:36) 

Side Two THE SMALL BAND OF 1963 

1. SNOWFALL 

(Thornhill; Mutual Music Society, ASCAP. Time: 
:31) 

SOUTH 

(Hayes-Motcn; Peer International, BMI. Time: 
1:45) 

2. JOSEPHINE 

(Kahn-Bivens-King ; Leo Feist, Inc., ASCAP. Time: 
1 : 02 ) 

ALLEY CAT 

(Bjorn; Mctorian Music, BMI. Time: 2:05) 

3. CANADIAN SUNSET 

(Gimbcl-Hcywood ; Vogue Music, BMI. Time: 1:57) 

4. NEVER ON SUNDAY 

(Hadjidakis-Towuc ; Unart Music-Lee Music, BMI. 
Time :2 :25) 

GREEN EYES 

(Menendvz-Utrcra-Rivera-Woods ; Peer Interna- 
tional, BMI. Time: :57) 

BRAZIL 

(Barroso-Russcl ; Peer International, BMI. Time: 
■1 :59) 

5. ROYAL GARDEN BLUES 

(C. and S. Williams; Shapiro-Bcmstcin Co., Inc., 
ASCAP. Time: 2:33) 

6. SNOWFALL 

(Thornhill; Mutual Music Society; ASCAP. Time: 
1 :53) 


until his untimely death in July of 1965. He could al- 
ways produce a big band if the bookings demanded (or 
permitted), but he also came to enjoy working with 
anything from six to twelve men. He was never with- 
out work when he wanted it. 

By 1964 the "name” bands began to reappear at the 
River Boat in New York City, and at other key spots 
across the land. Claude was considering a full-time re- 
turn to the big band format and was actually booked 
into the Steel Pier, to have opened the week he died. 
He was also pencilled in for a date at the River Boat 
the following spring. Recording companies were again 
romancing him. The future looked bright, indeed .... 

ABOUT THIS ALBUM 

This album, combining sides from the 'forties and 
'sixties, could well be considered an historical document 
of what happened to the band business between 1941 
and 1963, as Rusty Dedrick pointed out when helping 
us decide what cuts to use. 

The first side consists of performances by Claude 
with the big band of the 'forties. All the numbers were 
closely associated with his rise to prominence, and fea- 
ture such illustrious sidemen as Irving Fazola, Conrad 
Gozzo, Rusty Dedrick, and Bob Jenny. Moreover, many 
of them were arranged by Claude himself i Love Tales, 
Traumerei, Where Or When and Snowfall). Where Oh 
Where Has My Little Dog Gone ? was arranged by Dale 
Brown, an alto sax and clarinet man who wrote in the 
vein of the Bob Crosby Band, but with emphasis on the 
unison clarinets and other typically Thornhill colora- 
tions. Sleepy Serenade was arranged by me, in consulta- 
tion with Claude. Together we found some effects that 
came to be a part of the long line of “mood" hits, the 
most famous of which was probably Autumn Nocturne. 

The second side is made up of selections from a tape 
Claude made in a Memphis studio in 1963 as a promo- 
tion gimmick for dance dates. The band is small, not 
really very good, and the performances are extremely 
informal. But they are danceable performances. Claude 
loved to play for happy dancers, and he could obtain 
more steady work at that point with this type of music. 
Perhaps the following story related to me by Ruth 
Thornhill, his widow, will explain why Claude was so 
happy when “playing for the Josephine crowd”. 

“We’ve both spoken of how Claude loved to watch 
people dance— the young and the older-I remember 
sitting at dinner with him in St. Petersburg, Fla.— Guy 
Lombardo had a piece of the Marina, complete with 
large cafe, etc. -it was the first time Claude had ever 
watched Lombardo work, and he was thrilled !— really 
and truly— and like a small boy— the uniforms, the music 
stands-were the greatest. But I think above all he 
loved the people that were dancing— they were predom- 
inantly middle-aged and prosperous-content and, as he 
said, ‘Nobody leaves the floor'. And this was always so 
important to Claude— to keep them on the floor.” 

So, regardless of this small band’s vagaries, Claude's 
pianistics and informally witty announcements make 
this second side, to us, a delightful document of this 
facet of Claude Thornhill's rather complicated person- 
ality and manifold talents. I, as the original stafF ar- 
ranger for and long-time close friend of this remarkable 
man, am thankful to Ruth Thornhill for making this 
tape available, and I feel proud to have been privileged 
to produce Snowfall-A Memory Of Claude. 

BILL BORDEN 
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Elektra Nonesuch 


SSSJW VELOSO: 

interview and mi 


(music video now playing on VH-1) 


Elektra 


CAETANO 

VELOSO 


INTERVIEW AND MUSIC 
FROM ESTRANGEIRO 


A fully produced, 
30-minute interview special 
Featuring Caetano’s 
reflections on each song, 
followed by each full cut. 


PI.l IS edited comments 
about each song. 


Includes: 

Rai Das Cores 


Este Amor 
Meia-Lua Inteira 











Jean-Claude APRILE 
et son orchestra 


CA 65 1 
67 842 



Face A 

1. THE ROSE 

(A. Me Broom) 3 44 

2. FEELINGS 

(Morris Albert) 4'09 

3 . WOMAN IN LOVE 

(B. R. Gibb) 3'45 

4 . LADY 

(L. Richie Jr) 3'3 0 

5. CHANTELAVIE 

(F. Monteil) 246 

6. THE WAY WE WERE 

(Bergman/Hamlisch) 3 ’16 
Face B 

1. TOI.MANUIT 

(F. Monteil/ J.-C. Aprile/F. Monteil) 324 

2. SEUL AVEC MES REVES 

(F. Monteil/J.-C. Aprile/F. Monteil) 2'56 

3. LETTRE A MARIKA 

(F. Monteil) 3 07 

4 . ELLE COURT 

(F. Monteil) 3’14 

5. RIVAGES 

(F. Monteil) 343 

6. MIDNIGHT BLUES 

(F. Monteil/J.-C. Aprile/F. Monteil) 249 


4 



avec I’aimable collaboration muslcale de JEAN-PIERRE BOURET 
Production : Jean-Claude Aprile 
Secretariat Artistique : AJC (16) 90-53-58-32 
Photo recto : De Laleu 
Photo verso : B. Muntaner 
Enregistrement : Studios du Chesnay 
(Philippe Besombes et Rodolphe Prin) 

Gravure : Jean-Pierre Bouquet 
Un grand mere! £ Frederic Monteil 
® 1982 © 1982 CARAVAGE, France 
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LEE STOVER 
FOR THE FIRST TIME 


1. IT COULD HAPPEN TO YOU 

(Burke & Van Heusen/Famous Music/ ASCAP) 2:30 


2. THE NEARNESS OF YOU 

(Washington & Carmichael/Famous Music/ ASCAP) 4:20 


3. MORE 

(Oliviero-Ortolani-Ciorciolini-Newell/ 
Marks Music/BMI' 3: 14 

4. LITTLE GIRL BLUE 

(Rodgers & Hari/Harms/ ASCAP) 3:23 

5. (OUR) LOVE IS HERE TO STAY 

Gershwin & Gershwin/Chappell/ASCAP) 2:05 


SIDE TWO 


1. SATIN DOLL 

(Mercer-Stravhorn-Ellington/ 
Tempo Music/ ASCAP) 2:08 

2. IN THE WEE SMALL HOURS 

(Hilliard-Mann/Evans Music/ ASCAP12: 37 

3. LOVE ME OR LEAVE ME 

(Kahn & Donaldson/Kahn Music/ ASCAP) 2:21 

4. SINCE I FELL FOR YOU 

(Johnson/Advanced Music/ ASCAP14: 50 

5. YOU'D BE SO NICE TO COME HOME TO 

(Porter/Chappell/ ASCAP) 2:16 
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timeless 


Listening to Lee Stovei 
what a complex and 
is to be a human being. Ifjlisterjr 
for the first time, welcome to" 
Glad-l'm-Alive Club." Lee, a 
talent, sings about love, 
emotion. She sings with dompassion 
and warmth, with heart-catching 
vulnerability, with the courage that 
blinks away a tear and gets\on 
with the business of livjng. Listen- 
ers praise Lee’s supple voice, her 
superb style and phrasing. But 
7 what moves them to tears and stirs 
their hearts is the emotionally honest, 
sensitive personality behind the voice. 
YOU'VE HEARD LEE STOVER FOR 
THE FIRST TIME - BUT NOT THE 
LAST TIME. 
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VINE STREET J RECORDS 


STEREO 

VST- 1 001 




PHOTOS - FRONT COVER - TOM GRILL 

BACK COVER - LEW MARCUS 
PIANO - STEINWAY MODEL D CONCERT GRAND 
RECORDED — 25 & 26 July 1971 at Mary wood Cdllege, Fine 
Arts Auditprium, Scranton, Pa. 

ENGINEER - PAUL DICKSTEIN 


A unique styling and a natural sense of piano 
mastery are combined in this album 
introduce to you Jim Crowley. At Marywood C 
lege Jim first attempted to familiarize himself with 
the ivory keyboard and there encountered numer- 
ous requests for encores. Over the years Jim has 
had a few formal lessons. However, his piano 
prowess intensified while performing at the local 
pubs of his adopted city of Scranton and native 
city of New York. Jim, who established a new 

SIDE 1 

1. INTERLUDE BMI 2:54 

from Columbia Pictures film '‘INTERLUDE" 

Screen Gems — Columbia Music Inc. 

*2. WAIT UNTIL DARK ASCAP3:06 

from Warner Bros. Seven Arts film 
“WAIT UNTIL DARK" M. Witmark & Sons, 

Northridge Music Inc. 

3. Theme from 2nd MOVEMENT, MOZART 

21st Piano Concerto, C major P.D. 3:19 

*4. IF YOU LOVE ME, REALLY LOVE ME BMI 4:44 

Duchess Music Corp. 

5. WHEN I LOOK IN YOUR EYES BMI 3:39 

from 20th Century Fox. Arthur P. Jacobs Prod. 
"DOCTOR DOOLITTLE" Hastings Music Corp. 

•VOICE - HELENE OLECKI 






worlds piano play 
to the concert s 


ndurance record, returned 
of Marywood College,*© 
record this, his first album. 

This is the album. ... an album of emotion to 
reawaken a tender feeling or some forgotten 
memory. 

This album has been further enhanced by the 
haunting voice of Helene, adding a mood which 
Jim says he borrowed from a master of mood- 


Norrie Paramor. 


SIDE 2 


1. HERE'S THAT 

Dorsey Brothe 


2. HERE TH 

Maclen 


*3. WE 

Stanley Shap 
Films "ME. N 
Northridge M 


. WINDMILLS OF YOUR 

from United Artists Proc 
“THOMAS CROWN AFF 
United Artists Music Co 
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*5. TWO FOR THE ROAD 

from 20th Century Fox Film "TWO FOR 
THE ROAD" Northridge Music Inc. R 
20th Century Music Corp. 


RE-MASTERING - Courtesy of WWDi 
ASSOCIATES, Scranton, Pa. 


PRODUCED -JIM KELLY 
VOICE - HELENE 
ART DIRECTION - FREDD ORLANDO 

DESIGN - FRANK BALESTER 


Vine SI. Records, P. 0. Box 583, ScrantoivPa? 
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Ella Fitzgerald Sings the Rodgers and Hart Seng Book 


Introduction 

lu regard to Larry Hart's words I am perhaps the greatest living 
expert. Larry and 1 worked together for over twenty-four yeurs, from 
the time 1 was sixteen and he was twenty-three until his death in 
1943 when 1 was forty and he forty-seven. This was possibly the 
oldest partnership in the history of the theatre, with the exception 
of the Schuberts who have been united by blood us well us predilec- 
tion. 1 have no fear that my devotion to these lyrics is solely 
einotionul. It was necessary, during all those yeurs, to examine these 
words and work with them not only in the stage of composition 
but in the stage of projection ( the process of getting actors to sing 
the words intelligibly and to see that no distractions in the way of 
bad lighting or loud orchestra interfered). Mr. Hart’s composer 
would have to be highly aware of the phonetic subtleties and 
semantic overtones in these lyrics, and 1 believe I have always been 
very much alive to them. 

The reader may be curious about the work methods we employed 
in writing these songs and shows. Our work habits were almost as 
diversified as the subject matter. We always hud a distaste for artistic 
self-pampering, as 1 still have today, and only rarely did we ever 
lake one of those hide-out trips so popular with writers. It was 
when we were preparing "On Your Toes" for rehearsals. Our writing 
had been interrupted by extracurricular pressures so often that we 
took a suite at the Ritz in Atlantic City for a week-end in the hope 
that we could finish one of three important songs that remained 
to be done. We returned to New York on Monday with all three com- 
pleted, and I remember that we fell happy and rested. 

Only one thing remained constant in Larry's approach to his job. 
He hated doing it and loved it when it was done. There was the 
never-ceasing routine of trying to find him, locking him up in a 
room, and hoping to fire his imagination so that actual words would 
get down on paper. It wasn't wise to leave him alone for a moment 
because he would simply disappear and have to he found all over 
again. His pencil would fly over the paper and soon the most dif- 
ficult part of all would begin: the material hud to be edited and 
he loathed changing any word once it was written down. When the 
immovable object of his unwillingness to change came up ugainst 
the irresistible force of my own drive for perfection, the noise 
could he heard all over the city. Our fights over words were furious, 
blusphemous, and frequent, but even in their hottest moments we 
both knew that we were arguing academically and not personally. 
I think I am quite safe in saying that Larry and I never had a single 
personal argument with each other. 

It seems to me that Larry’s later lyrics were of a higher degree of 
excellence than his early ones anil that they achieved this through 
a growing maturity of their own. Luter on he seemed almost to 
substitute warmth for wit, and while he really didn’t know how not 
to be clever, he began to show off less and to he more concerned 
with emotion. “Where or When,” for instance, had much of the 


VOLUME I 


philosophical in it, and I cun think of no lyric more touched with 
tenderness than ‘Tunny Valentine.” In the face of the pin-wheel 
brilliance of some of Larry’s work, one is inclined to forget the 
deeper phases of his writing. 

Larry and 1 were brought together in 1918 by a mutual friend 
who knew that each of us needed a collaborator. It shocks me to 
realize that this happened thirty-three years ago, but it excites me 
to think of the technical content of the discussion that went on that 
Sunday afternoon. 1 heard for the first time from the master (he 
was twenty-three, and seven years my senior) of interior rhymes, 
feminine rhymes, triple rhymes, and false rhymes. I listened with 
astonishment us he launched a diatribe against song writers who 
had small intellectual equipment and less courage, the boys who 
failed to take advantage of every opportunity to inch a little further 
into territory hitherto unexplored in lyric writing. “If you wanted to 
write about New York, you didn’t have to be as naive as ‘East Side- 
West Side’.’’ A couple of years later he said, 

“We’ll have Manhattan 
The Bronx and Staten 

and Rodgers and Hart had written their first hit, although we 
weren’t to find it out for several years. 

— Richard Rodgers 

about Ella... 

It was a long journey from “A Tisket A Taskel” to the Rodgers 
and Hart Song Book ... It took nearly twenty years, during which 
time Ella Fitzgerald merely outgrew, outlasted — and outsang what 
few young ladies came along to challenge her absolute supremacy 
among popular and jazz vocalist. 

Ella has hypnotized or at least delighted the majority of musicians 
and her fellow singers from the beginning, but the vastly larger 
audience that she deserved, and the savants of “smart” songs whom 
she longed to please remained for a long time only dimly aware 
of her existence. 

Much of the fault lies with Ella herself: she has lived a life devoid 
of the lurid, scandalous and spectacular elements that have made 
some of her rivals such great "copy” for the popular journalists 
and biographers . . . But much of the blame must be placed in the 
preponderance of had, desperately “commercial” songs which she 
recorded prior to 1956. It's true that she always could make any 
song sound much better than it was, but it also is true that, the better 
the song, the better Ella sings. 

Ella's first recording was made in 1935, shortly after her first 
appearance as vocalist with Chick Webb’s bund. Thereafter she 
appeured on at least one side of most of the records Webb made 
until his death in 1939. Her output on disks was supported almost 
exclusively by the jazz cult until mid-1938 when she herself pul 
together a swing version of an old nursery jingle and came up with 
a million-seller entitled "A Tisket A Tasket." 


To the dismay of the jazz people, and perhaps Ella also, this 
became her trademark. The record company tried time after time 
to come up with another success in the same vein. 

Her next sizeable seller came seven years later. It was her duet 
with Louis Jordan - the calypso comic bit, “Stone Cold Head In 
the Market.” Ella with her marvelous ear and equally marvelous 
timing turned this into a dialectal delight. It was nearly two years 
later, in '47, that she came up with another blockbuster . . . After a 
series of "cover” sides (recordings of tunes that had become hits 
originally via other artists on other labels) Ella asked for and got 
her own wuy for just one spare "take." It turned out to be her hit 
recording of "Lady Be Good." Here she invented her own scat 
language, and reeled off chorus after chorus that put to shame many 
of the best improvising instrumentalists. 

She followed up with the similar “Flying Home” and “How High 
the Moon” and then began another succession of covers, revivals 
and mediocrities, none of which seemed designed to hit the larger 

Finally, Ella joined Verve in 1956 and it took just one album to 
prove that there existed a large audience for the things Ella doe- 
best, and what she likes best to do . . . meaning, of course, the bcltei 
songs. We’re referring to the monumental “Cole Porter Song Book.” 
one of the outstanding examples of popular vocal art, and an .1 
time best seller. 

The Cole Porter volume was only the first in a series of Song 
Books by Ella, each devoted to one of the great American song- 
writers or teams. This beguiling Rodgers and Hart collection i- 
part of the project . . . Irving Berlin and Duke Ellington volume- 
have been completed and more are on the fire. 

At long last Ella is singing the songs that arc worthy of her, anil 
singing better all the time. 

— Bill Simon 


and about the arrangements... 

Most arrangers stamp their own identity in what they write, 
whatever the tune may be, and it is rare that the true spirit of not 
only the melody but the lyric is captured. Primarily they comple- 
ment the voculist and let it go at that. In this album the rare excep- 
tion trunspires: Buddy Bregman accurately captures not only the 
soaring Rodgers melodies and the very special Hart lyrics, but the 
magic of Ella Fitzgerald’s interpretation. 

Norman Granz 

Producer of the Rodgers and Hart Song Book 

We wish to thank Simon and Schuster, Inc. for allowing us to quote 
from Richard Rodgers’ Introduction originally written for the 
“Rodgers and Hart Song Book." This material is copyrighted (195I> 
by Simon and Schu6ter, Inc. 


HAVE YOU MET MISS JONES? 

Iiom I'd Rulhrr Or Hi, hi (IIS?) 

YOU TOOK ADVANTAGE OF ME 

A SHIP WITHOUT A SAIL 

from Head. Up (mi) 


THIS CAN'T BE LOVE 

Imm Thr lloyi (mi Syracuir (11.11) 

THE LADY IS A TRAMP 

I, cm Oat.*, In Arm. (till) 

MANHATTAN 

Iram The Garrick Cal, Hr, (I1?S) 


JOHNNY ONE NOTE 

/ram Dab; in Arm. (IIS?) 

I WISH I WERE IN LOVE AGAIN 

ham Babe, in Arm, (11)7) 

SPRING IS HERE 

It am I Slarrird an An,rt (113* • 


IT NEVER ENTERED MY MIND 

Irom Hither and Hither (1110) 

WHERE OR WHEN^ 

LITTLE^ GIRL^BLUE 
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“LADY SINGS THE BLUES” 


izo 

MG V-8099 


BILLIE HOLIDAY 


UTADY Sings the Blues,” which is of course the title of this 
album, happens also to be' the title of an important book in 
the jazz field — Billie Holiday’s autobiography in which Lady Day 
does sing the blues, sings them honestly and without self-pity. It 
would have to be that way in print since there’s little appreciable 
difference between Lady Day in print and Lady Day on record. 
What is there is there — and nothing is held back. “If you find a 
tune and it’s got something to do with you, you don’t have to 
evolve anything,” Miss Holiday has written. “You just feel it and 
when you sing it, other people can feel something, too.” Well, that 
just about sums it up. With the selections in this album, as in the 
others that have preceded it, Miss Holiday sings it — and it is there 
for anyone to feel. There are the somewhat pleasant tunes, “Too 
Marvelous for Words,” which Johnny Mercer and Richard Whiting 
wrote back in 1937, and the Jimmy Van Heusen-Mercer song, “I 


The tunes are: 

Side "A" 

LADY SINGS THE BLUES 
TRAV'LIN' LIGHT 
I MUST HAVE THAT MAN 
SOME OTHER SPRING 
STRANGE FRUIT 
NO GOOD MAN 


The personnel on Side “A” and the first two tunes on Side “B” 
is: Wynton Kelly, piano; Kenny Burrell, guitar; Aaron Bell, bass; 
Leonard Browne, drums; Charlie Shavers, trumpet; Paul Quini- 
chette, tenor saxophone; Anthony Sciacca, clarinet. 


Thought About You.” But mostly, with Billie, it is the blues in this 
album — the title song, to begin with, her own immensely touching 
“God Bless the Child,” and the heart-wrenching “Strange Fruit." 
The same sentiment is expressed along more commercial lines with 
“Love Me or Leave Me” and “Willow Weep for Me” and, with a 
sharp strain of irony, in “Trav’lin’ Light” and “Good Morning 
Heartache” (whose title is in itself an ironic juxtaposition of 
sentiments) . 

Billie Holiday, as everyone knows by now, has led a torn and 
tattered life — all of this is revealed candidly in her autobiography. 
But the fact is, the printed word can explore only so many subtle- 
ties of human experience. For the rest — well, when Lady sings the 
blues on record, singing with everything that is in her. the subtle- 
ties are there. They are all there. 


Side "B" 

GOD BLESS THE CHILD 
GOOD MORNING HEARTACHE 
LOVE ME OR LEAVE ME 
TOO MARVELOUS FOR WORDS 
WILLOW WEEP FOR ME 
I THOUGHT ABOUT YOU 


The personnel on the last four tunes on Side “B” is: Bobby- 
Tucker, piano; Barney Kcssel, guitar; Red Callender, bass; Chico 
Hamilton, drums; Willie Smith, alto saxophone • Harry Edison, 
trumpet. 


Cover Photo by Het 


Leonard 


Printed in U.S.A. 
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SIDE A 

I . Family Vacation 

, 2. Love Inside This Magic Circle 

3. Baby Do A Thing With Me 
4* Adrift in a Sea of Madness 
'Z. Caretaker 
6. Decision 
7- Portrait of Evil 
8. Dogof Death 

9* Perversion, Ignorance, Apathy 
10 . Tomb of Darkness 

II. Torgo’s Lament 

12 . The Search Continues 

13. Prayer to Primal Darkness 
'/jfc' A Strange Gait 


SIDEB 

1. Uncontrollable Passion 

2. A House Divided 

3. Manos, Thy Will Is Done 

4. Chaos 

5 . An Unfulfilled Desire 

6. The Servant Fails the Master 

7. Sacrifice 

8. The Futility of Fighting Fate 

9 . Manos Has You Now 

10 . The Circle of Fate 

11 . Forgetting You (Love Theme from 
Manos : T he Hands of Fate ) 


Producers for Ship to Shore PhonoCQ. 

Aaron Hamel & Justin Martell 
Remastered by ■ 

Steve Addabbo, Shelter Island SoUnd 
Artwork by 

Garrett T. McDonald 

Special Thanks to 

Ben Solovey, Cassie Baralis, 
Tony Giles, Scott Johannsson 


®>X01* Ship ^6 Shore Media, LLC. All Rights Reserved, www.shiptoshoremedia.com. Made in the U.S.A. 
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I remember Robert Smith and Russ Huddleston, who wrote the music and lyrics (respectively) for the two 
songs I sang on the soundtrack for Manos, as two happy young guys, very excited about their songs "Magic 
Circle," and "Forgetting You". Being originals/new to me, I wasn't sure how to tell their stories, so I looked for 
their approval oi my interpretation. On "Magic” the key was too high for my comfort. "Forgetting You" had a 
haunting foel. I liked both songs, and gave them my best. And still do, These songs are still in my music library 
and I look forward to performing them again, and again. 


Nicki Mathis (Vocalist, “Magic Circle” (i “Forgetting You”), 2015 


A Word Irom the Ship to Shore PhonoCo. Team 

In early 2015 , the original 35mm soundtrack negative to MANOS: The Hands of Fate was discovered, giving fans 
a better look into the bizarre world of the film. After a restoration by Steve Addabbo at Shelter Island Sound in 
New York City, sonic imperfections still apply, but definite audio improvements have been made, including a 
drastic decrease in hiss and distortion. Ship to Shore PhonoCo. believes that this is the definitive audio edition 
of MANOS: The Hands of Fate. 

XOXO STSPC 

©2015 Ship to Shore Media, LLC All Stills Provided by Ben Solovey (www.manosinhd.com) Made in the U.S.A. 

Visit us online at www.shiptoshoremedia.com 






AL KILGORE 

LEAD GUITARIST 

NATIVE OF AIKEN. S.C. 


CLIFF DOWNING 

DRUMMER 
NATIVE OF BRONX, N Y 
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HERCULES DAVIS 

TENOR 

NATIVE OF ORANGEBURG, S C 


BIG JOHN ALLEN FRANK RUMPH 

GROUP MANAGER AND LEAD SINGER BARITONE 

NATIVE OF MIAMI, FLA NATIVE OF RIDGEVILLE. S.C 



CHARLES COOK 

SECOND LEAD SINGER 
GROUP WRITER AND ARRANGER 
NATIVE OF SAVANAH, G A 


SIDE 1 TITLE 


LEAD SINGER 


1) IF IT WASN'T FOR THE LORD 

2) THE LORD WILL PROVIDE 

3) HE TOUCHED ME 

4) I HAVE NO FRIEND LIKE YOU 

5) THE LORD'S BEEN GOOD TO ME 


BIG JOHN ALLEN 
CHARLES COOK 
BIG JOHN ALLEN 
BIG JOHN ALLEN 
CHARLES COOK 



WILLIE SIMS 

BUSINESS MANAGER 
NATIVE OF ORANGEBURG. S.C 



SIDE 2 TITLE 


LEAD SINGER 


1) NEVER TURN BACK 

2) WONT THAT BE A TIME 

3) DON'T LET THE DEVIL RIDE 

4) ONLY BELIEVE 

5) YOU DON'T HAVE TO GO 


BIG JOHN ALLEN 
BIG JOHN ALLEN 
CHARLES COOK 
BIG JOHN ALLEN 
BIG JOHN ALLEN 


PRODUCED BY RICHARD M. PRIMUS 


DY-RICH RECORDING CO. 

121 N. 23rd STREET 
WHEATLEY HEIGHTS, N Y 11798 

(516) 491-1576 






PROBE 

sound where there has been silence 


Why Did 

Lenny Bruce 

Die? 
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PR68E 

sound where there has been silence 


A bold new series of 
documentary albums 
that explores vital issues 
in the search for truth. 


Here’s Lenny Bruce 
in perspective . . . 
Live performances 
and commentary 
that help to explain 
what he did and why 
he died! 


Here’s Lenny Bruce 
in perspective... 

King of the sick 
comedians... 
purveyerof filth and 
obscenity... drug 
addict — so say his 
critics! 


Here’s Lenny Bruce 
in perspective... 
Social critic and 
man with a cause — 
so say his contem- 
poraries, friends 
and family, who 
attempt to explain 
why he lived and 
why he died! 


Here, possibly for 
the first time, is. . . 
LENNY BRUCE 
IN PERSPECTIVE! 


Interviews and Recordings by 
Lawrence Schiller and Lionel Olay 

Narration written by 
Richard Warren Lewis 

Edited and Produced by 

LAWRENCE SCHILLER 



THIS MONOPHONIC MICnoGROOVF ReffPRDINtt IS PI AYABLC ON MONOPHONIC AND STEREO PHONOGRAPHS H. C'ANNOt BECOME OBSOLETE. II WILL 
CONTINUE TO BE A SOURCE OF OUT'jTANOJNO SOUND REPRODUCTION, PROVIDING THE FINEST MONOPHONIC PERFORMANCE FROM ANY PHONOGRAPH. 
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MEET IsAJRRT TEE 


The road from Atlanta to New York is long, but DJ LARRY TEE found it paved with the finest 
faux gold. An Eagle Scout who freaked way out, LARRY TEE and his sex-sational LA PALACE DE BEAUTE 
are now the undisputed rulers of New York’s hottest party scene. DETAILS and VILLAGE VOICE regularly 
run his fashion and music pronouncements, and his weekly LOVE MACHINE deep-house sweat- fest at 
THE UNDERGROUND (once Warhol's Factory) is on everyone's in-list including LIZA MINNELLI'S 
who recently spent a wild night there on the packed dance floor. , f 

LARRY TEE's tender years were spent in Atlanta's style-birthing NOW EXPLOSION, who had the nerve to 
revive the 70 's while people were still embarrassed about them. Decked out in polyester bell-bottcms, 
ball-fringed vests and mood rings, the band shook up club audiences from New York to Miami with songs like 
"Nappy/Stuff", "Bar-B-Que", "Mandingo", and "Bouncy" in disccmanical smoke-ins that often included the 
ritualistic denuding of grinning college hunks and high-bouncing babes. The multi-talented LARRY TEE also 
wrote many of the fiercest songs on RUPAUL's STARBOOTY LP, produced by THE POP TARTS on the 
FUNTONE USA record label ("She pulled herself up frcm the depths of ghetto life to become one of America's 
top black models, and now she's an agent for the United States government"). 

With his shinmering revue LA PALACE DE BEAUTE (the leggy LAHOMA VAN ZANT, renowned psychic 
JUDY LAGRANGE, the electrified LIZETTE, and the internationally-acclaimed RUPAUL), LARRY TEE's 
recordings for FUNTONE USA include "The Playboy" ("There's a kind of a man who can walk into any restaurant 
or discoteque and get seme respect"), "The Pleasure Seekers" ("A car pulls up Tuxedo Drive - The Beautiful 
People cure waiting inside" ) , and the just-released "VoguingAJhat Am I Gonna Do?/De ja Vu" . 

A steaming-hot mix of disco, house, and Latin beats, the new songs will delight NOW EXPLOSION 
fans in Atlanta as well as the fun-hungry New Yorkers lining up to groove to LARRY TEE's 
glittering Las Vegas-style extravaganza and a planet full of new fans ready to step out and throw down. 

Crank up the fog machine, pile on those gold neck chains, and get ready for the latest party- rockin , 
show-stopping hits frcm The Man . . . The Player . . . Mr. Raw Dynamite . . - MR - LARRY TEE! 



If it's not fun, don't do it. 

404 377 7183 



FOR IMMEDIATE RELEASE Sept. 16, 198<: 


for more information 
contact Dick Richards 



WEEKEND-LONG PARTY CELEBRATES DEBUT RELEASE 


One of Atlanta's most influential new exports, DJ LARRY TEE, 
returns home to host a weekend-long VOQUINQ Party September 29th and 30th 
at the electrifying C0L0RB0X in downtown Virginia-Highlands . 

VOQUINQ is the exciting new dance craze that combines two of 
America's hottest passions - dancing and modeling - into countless dramatic 
moments on the dance floor. Demonstrating VOQUINQ and providing free 
VOQUINQ lessons to C0L0RB0X patrons both nights will be two top models 
from LARRY TEE's star-studded revue, La Palace de Beaute - the vivacious 
LAHOMA VAN ZANT and psychic JUDY LAGRANGE. 

The party also honors the release of LARRY TEE's first solo recording, 
which features the dance hit VOQUINQ as well as the saucy, Latin-flavored 
"What Am I Gonna Do?" and the sultry ballad "Deja Vu". 

As an added bonus, JUDY LAGRANGE will be offering psychic readings 
and advice from her portable psychic tent. 

The parties begin both nights at 11:00pm. 
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ROCKEY’S STYLE - 


MOVIE ALBUM 



PALMER ROCKEY 


SIDE I 

1. SCARLET LOVE 

(Ascap 4:25) 

2. LOVE, LOVE ROCK 

(Ascap 4:10) 

3. FEELINGS OF LOVE 

(Ascap 3:00) 

4. ROCK IT 

(Ascap 3:00) 

5. SCARLET MOVES 

(Ascap 3:15) 


SIDE II 

1. LONGING FOR YOU 

(Ascap 3:40) 

2. THAT’S REAL COOL, BABY 

(Ascap 3:50) 

3. LOVE IS DEEP INSIDE 
(Ascap 4:24) 

4. SCARLET WARNING 

(Ascap 1:40) 

5. ROCKEY’S ROCK 
(Ascap 2:15) 

6. SMILE PRETTY BABY 

(Ascap 3:05) 



PRODUCER: PALMER ROCKEY 
COMPOSER: PALMER ROCKEY 
LYRICS: PALMER ROCKEY 


Made in 
England 



ROCKEY’S STYLE 



SCARLET LOVE 

JBH050LP 

666017264615 


PALMER ROCKEY 



The history ol this record and the 
stories behind it are quite 
extraordinary. I (irst came across the 
actual LP about a decade ago when a 
copy I was curious about on ebay USA 
sold lor about $200. 1 had no idea 
what it was, except it was music Irom 
a lilm I'd never heard ol. by a man who 
looked Irom the (ront cover like some 
sort ol weird rockabilly cult hero. 
Information about Palmer Rockey and 
the lilm was thin on the ground, but I 
discovered it had been mentioned by 
Jello Bialra in the RE Search Incredibly 
Strange Music Volume II book in 1934. 
I remained intrigued, simply because 
the rumours were that he was a 
remarkable con-artist and "disco 
lounge-lizard Irom hell". Alter waiting 
waiting waiting lor ten years I finally 
bagged one ol the originals. When I 
finally got to hear it, I was thrilled, 
excited and instantly obsessed. I've no 
idea why. I started playing it all the 
time. Like all the time. Even my 
children started singing along. The 
more I listened the stranger it became; 

I also lelt that Palmer Rockey had put 
a surprising amount of deeply buried 
emotion into making the album. I found 
his voice strangely moving, his ideas 
fascinating, and the whole thing 
belonged smack bang in the middle ol 
David Lynch land. 

With a little detective work I got in 
touch with Cookie Ann Rockey (AKA 
Mary Ann) who was Palmer Rockey’s 
wile in the 1970s. She was the first 
person to give me a true picture ol 
Palmer Rockey's past. His name 
originates Irom his lather's Italian last 
name - Rocchi, and his mother's first 
name, Palmera. His mother died two 
hours alter he was born. His lather 
never remarried, but was incarcerated 
in a mental hospital when Palmer was 
8 years old and died there when 
Palmer turned 18 years old. Palmer 
earned a Ph.d in Philosophy at St. 

Louis University, decided he wanted to 
be a lilm writer and headed to the UK. 
At Shepperton Studios he handed in a 
script (or Boris Karloff that possibly 
went nowhere, and soon returned to 
the USA with plans to not just write a 
new film, but to do everything else 
involved too. He believed he could 
make an Oscar winning movie. To do 
so (rumour has it) he borrowed and 
conned money Irom wealthy Texan 
housewives. He never worked at the 
time, being instead supported by his 
hard working wife Cookie Ann with her 
job at the Post Otlice. She even 
worked overtime lor three years so he 
could get his lilm off the ground. When 
he had money, he shot Him. When he 
shot lilm he lell out with crew and 
cast. He'd then run out ol money. Then 
lind some more, then shoot more lilm 
with new crew and cast. And so it went 
on, (or years. The "finished" lilm, II 
Happened One Weekend was only 
shown once (ironically just once, one 
weekend), at the premier in Canyon 


Creek. October 11th, 1974. In (act the 
photo on the front ol this LP was shot 
by Cookie Ann on her brownie camera 
the night ol the premier, a night when 
Palmer had managed to get about 300 
people along. The lilm was written, 
produced, edited, directed and starred 
Palmer Rockey (as twin brothers ol 
course), with music by Palmer Rockey. 
The plot was apparently demonic and 
"beyond the room ol terrifying evil". 
Also included was a "Sunday Surprise 
Ending". I believe the surprise that 
Sunday was that people laughed all the 
way through, and even walked out. It 
was a total disaster on every level, 
nothing in the movie made sense. 
Undeterred by such poor initial 
responses Palmer Rockey took it to 
LA to try and get it qualified (or the 
Academy Awards. He continued to 
tinker with the lilm, and released it 
again and again in several different 
versions over the next lew years, firstly 
with the title It Happened One Sunday, 
which played briefly in Denver, El Paso 
and also at drive-in theatres. The film 
then disappeared, was recut with new 
scenes and appeared again in 1980, 
as Rockey's Style, Scarlet Love and 
also Scarlet Warning 666. All the 
while he was battling debtors, having 
already been sued in the 1960s by his 
uncle (or non-payment ol loans. 

There's not a great deal ol information 
about his career and life in the 1980s. 
but we do know he passed away in 
1996, leaving behind very little apart 
Irom debt and this unusual sell- 
pressed album. There is no sign or 
trace ol any version ol the lilm 
anywhere. 

I get the impression Palmer Rockey 
was a loner and black sheep, but he 
played the part ol movie mogul well, 
dressing in outlandish clothes and 
suits. He could be spotted around 
college campuses and malls in the late 
1970s promoting his latest movie 
incarnation to the passing public, 
giving out his business card (Palmer 
Rockey, Movie Producer) and 
discounted or Iree passes weeks 
before a planned showing. Few would 


Palmer Rockey wrote all the music (or 
the lilm(s), and there are two issues ol 
the soundtrack Irom the same period - 
1980. There's Scarlet Love, which I 
believe might be the lirst pressing. 

This was followed (or it's possibly the 
other way around) days or weeks later 
as he'd decided to change the name ol 
the lilm again, to Rockey's Style. Both 
have the same original catalogue 
number and subtitle ol "Movie Album", 
and both have track titles that do not 
match the albums. You will observe 
that I have kept the original and 
incorrect tracklisting on the LP sleeve, 
but kept the correct ones on the LP 
labels. Incidentally, there are possibly 
three different pressing ol the vinyl to 
go along with the two different sleeves. 


So, now you know a little more about 
this most extraordinary ol soundtracks 
by this most extraordinary star. I shall 
now leave the music and ion Brooks 
who remastered this edition to explain 


ionny Trunk 2013 

Issued with kind cooperation ol 
Mary Ann, AKA Cookie Ann Rockey. 

For further reading we strongly suggest 
you buy the book The Rock - 
The Lite And Crimes 01 Palmer Rockey 
by Cookie Ann Rockey. 

You will lind it lor sale on-line. 


Always expect the unexpected when 
working with Jonny Trunk. This time. I 
was passed a batch ol recordings and 
with a devilish cackle, ionny said this 

honoured fashion, I raised an eyebrow 
and had a listen... 

I won't go into the story of Palmer 
Rockey here; if you're reading this, 
you'll undoubtedly know by now. II you 
don't, a little research will go a very 
long way. As I listened, ionny told me 
the story ol Palmer’s insatiable drive to 
make a film, which became 
increasingly intriguing as it went 
along, veering into the realms of "one 
of the most bizarre stories ever told". 
By the time the album had finished, I 
was hooked. 

So it's a soundtrack to a bizarre film 
that hardly anyone has seen, with an 
even more bizarre story behind the 
making ol it 

Musically, the instrumentation and 
playing on this album is superb. The 
rhythm session players are incredibly 
tight, but I have to wonder what was 
going through their minds as they 
recorded. I love Palmer Rockey's use 
of reprise and the way he interpolates 
and re-interprets standards such as 
"Are You Lonesome Tonight" and "Blue 
Christmas" (here as 'Blue Sunday'), 
changing the lyrics to lit his own 
purpose. 


I was almost expecting a full-on rock 
Ireakout when "Scarlet Warning 666" 
came on, but it's somehow all the more 
potent lor basing itself around a gentle 
finger-picking guitar and a soft croon, 
more reminiscent ol late 1960s pop- 
psych artist Gordon Alexander than 
Sabbath. 

Running throughout is an undeniable 
sense ol fragility; an ever-present but 
fleeting vulnerability that never quite 
lays itsell bare. A wonderful record, 
lull ol intrigue and definitely more th3n 


(Cafe Kaput / Ghost Box) 



Conductors: Ivan Kaufman, Don Zimmer, S. Montgomery 
Guitars: Janies Dougherty, Lee Robinson 

Piano: Ivan Kaufman, Don Zimmer CRITERION STUDIOS 

Sax: Pete Brewer, Wally Roberts, Randy Lee 

Bass: Ernie Chapman, Louis Fischer, Bobby Gentry DALLAS, TEXAS 

Drums: Dale Cook, Banks Diamond 
Engineers: B. McIntosh, B. Jones 
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FORBIDDEN LOVE 


MODERN ROMANCE 

RICO BARR 
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RICO grew up in the "three-decker" tennement house smack between 
the tracks and the big mill in the textile town. That's where he lived, 
but he ran with a bunch of kids from all over town. His heritage was 
Mediterranean. His buddies’ folks come from Ireland, Poland, South 
America and who knows where else. And, you know something, the 
word "Ethnic" hadn't been invented yet. When it came to music, Rico 
and the guys would crowd the audition booths at Mario's Record Shop, 
downtown, where they would spend hours listening to Tito Puente, 
James Brown, Elvis and the rest. Sometimes they'd even buy a couple 
of “45's". . . an album, if they were flush. But always, the music was 
diverse, a reflection of all their tastes . . . just like their life- 
styles . . . their very beings. This was the “Melting Pot" that helped 
shape Rico's unique sound. These were the influences he carried 
forward through an intense performing career. A performance hiatus 
has led to a proliferation of more than 200 soul-sensitive songs from 
his active pen. Smoky nightclubs have been replaced by the heady, 
creative, atmosphere of the recording studio. 

Fast forward to the present. 

Listen to Rico . . . and you'll hear the world. 


"Rico grew up in a tennement between the tracks and the big mill in 
a textile town, and spent his young years listening to Tito Puente, 
James Brown, and Elvis - just part of the heritage that formed his 
current melting-pot nightclub approach. Recalling the sound of Donald 
Fagan and a hipper Billy Joel, but with a distinctly salsafied influence, 
this smoky burner will add a suave twist to a too-predictable alternative 
radio dominion.” 


Produced & Arranged: 
Engineer: 

Additional Mixes: 
Guitar: 

Background Vocal: 
Executive Producer: 


Carlos Campos 
John Chase 
Wendell Edmunds 
Leo Quintero 
Concetta Britto 
Pat Costa 
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John Rennie High School 
Music Company 

TRAVELLING MUSIC 


SIDE 1 




Day By Day ( Schwartz -Arr. N. Leyden) 2’35 

A Mozart Festival (Comp.and Arr. by Clair W. Johnson) 6'32 

Yesterday (Lennon- Arr. G. Cooper) 2’01 

Hootenanny (Folk Festival for Band by Flarold L. Walters) 5’42 



SIDE 2 


pril is in My Mistress’ Face (Morley) 2’28 

2 Raincrops Keep Failin’ on My Head (Bacharach) 2’10 

3 Mood Indigo (Duke Ellington, I. Mills, A. Bigard-Arr. A. Dedrick) 2’45 

4 One (Nilsson-Arr. Johnny Warrington) 2’10 

5 Bridge Over Troubled Water (Paul Simon) 3’49 

6 Hallelujah Chorus ( from The Messiah Handel - Arr. Johnson)... 3’30 

FESTIVAL ENSEMBLE directed by 

Margaret L. Farquharson , Mus. Bac., L.R.S.M. ( London) 

SENIOR BAND and STAGE BAND directed by 
Walter R. Atwood, B.Mus., A.R.C.T., M.Sc. 


LAURENTIEN 



Since opening its doors to Lake- 
shore students eighteen years ago, 
John Rennie High School has main- 
tained a vigorous and rewarding 
music program. In the early years 
many students will remember Mr. 
S.E.McKyes whose choirs consist- 
ently achieved first place in local 
music festivals. Perhaps others 
will remember the music company’s 
many musical productions including 
Oklahoma, South Pacific, Bye Bye 
Birdie, Once Upon a Mattress, Peter 
Pan. Still other students will recall 
with fondest memories the many 
concert tours which the music 
company has made throughout the 
years, to Sarasota , Florida , 
Falmouth Mass., the Maritimes, 
the week spent living on a train 
while touring the Gaspe' peninsula 
at the invitation of the Government 
of Quebec , Saratoga Springs N.V. 
and trips to Ontario too numerous 
to mention. 

You are now invited to share the 
happiness and joy that John 
Rennie students have experienced 
in their music. 

This record is dedicated to the 
parents of music students whose 
patience and understanding has 
been a source of continued 
inspiration 

RECORDING: 

K.D.Baker- XSTechnical 

Enterprises Limited 
PO Box 1040, Pointe Claire 

TECHNICAL ASST, and 
GRAPHIC ART 
J. B. Wort ley 
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BIO 

ANGORA — Her voice is sexy, silky and Super 
Hot!! She has performed on Broadway in several 
musicals in which many of her roles have been 
<ritically acclaimed. She has also appeared in 
iSany television commercials, TV pilots and talk 
^ows. 

ANGORA started singing/performing at the age 
of 9 and has been destined for fame and success 
ever since. 

Now signed worldwide by Connection Records, 
ANGORA makes her recording debut with a self- 
titled EP. The disc demonstrates her outstanding 
vocal ability and diversity. 

The EP was produced/engineered by John 
Holbrook and Howard Kessler. Mr. Holbrook has 
previously engineered the Isley Brothers and Todd 
Rundgren, and produced Randy VanWarmer’s 
smash hit “Just When I Needed You Most". 
ANGORA is managed by David Feinstein 
Management. 
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God only knows how Billie Holiday -the abundantly 
talented Lady Day - survived as long as she did. 

Her brief life was chaotic from her birth in Baltimore 
April 7, 1915, until the day she died in a New York City 
hospital July 17. 1959. 

As a teenager, she worked as a prostitute “so that my 
mother and 1 didn’t starve," she once told me. She was only 
10 when she suffered the horror of an attempted rape -and 
spent two days in jail being questioned about it. At a 
Roman Catholic home for needy children, nuns locked Billie 
in a room overnight with a dead girl in an inconceivably 
cruel punishment for a childish, minor offense. 

An illegitimate child, her mother was a housemaid, Sadie 
Fagan. Her lather was Clarence Holiday, the guitarist in 
Fletcher Henderson's popular dance band. At 13, Billie quit 
school after finishing fifth grade and never returned to the 
classroom. 

"1 thought of committing suicide,” she said, "but I was 
afraid it would be too painful.” 

She was exploited and mistreated throughout her 
mercurial career. One of the few “good guys" who helped 
her consistently was John Hammond, who plucked her out 
of a Harlem nightclub and produced her first records, with a 
Benny Goodman pickup band in 1933. 

Hammond also supervised a history- making series of 
superb records which teamed Holiday with pianist Teddy 
Wilson, records which disseminated Lady Day’s extra- 
ordinary vocal gifts throughout the world. Billie never 
garnered the acclaim of the masses; her popularity was 
restricted to musicians, singers and a comparatively small 
audience of jazz fans. 

This is a truly remarkable album. 

It was produced by the nationally prominent drummer, 
Jackie Mills, in a Los Angeles rehearsal studio "either in 
1954 or ’55,” Mills advised me as these notes were being 
written. “Jimmy Rowles was the pianist and Artie Shapiro 
the bassist. I sat in the booth and listened. Most of the 
dialogue you hear is Holiday and Rowles discussing keys 
and exchanging comments on the songs." 

Mills no longer plays drums. “I operate the Larrabee 
Sound Studios now," he notes. He remembers that Holiday 
was a pleasure to work with. "1 obtained legal permission 
from her estate to issue our rehearsal recording on an 
album," he declares. “I believe ,it is a monumental, 
invaluable historical item." 

Holiday sings a dozen songs in this fascinating program, 
and one can share her enthusiasm as she snaps her fingers 
and claps her hands while singing as only she could. Yet her 
comments - her talks - are even more intriguing. She offers 
two versions of “Please Don't Talk About Me When I'm 
Gone" and amiably allows pianist Rowles to convince her 
that an obscure ballad, "Rt stless," should be included in her 
recital. 

This album reveals how Lady Day put together a record 
date, suggesting "breaks” and endings with which she felt 
comfortable. The tunes she selected are all excellent. 

Several of them she had never sung previously, much less 
recorded. 

It was my privilege, in 1939 in Chicago, to conduct the 
first formal interview Holiday ever granted. She was work- 
ing the Offbeat Club at 222 State Street, a basement bistro 
operated by Down Beat magazine one floor below Sam 
Beers’ lengendary Three Deuces Club. 

She had already sung briefly with the Count Basie and 
Artie Shaw dance bands. 'Til never sing with a dance band 
again," she told me. And she never did, preferring to work 
as a single, a situation which gave her full control of the 
songs she preferred. She also declared that she tried to sing 
like a musical instrument, inspired mainly by Louis 
Armstrong and her devoted, gentle friend, Lester Young, 



But even in ’39 Billie had a strong premonition that trouble 
was ahead. My interview with her, published in Down 
Beat, ended with this ominous sentence: 

"Billie Hobday is convinced her future will be as 
unglamourous and unprofitable as her past." 


The once- beautiful Lady Day died under pohee guard as 
a narcotics addict. She was only 44. Her bank passbook 
showed a balance of 70 cents, but strapped to one of her 
emaciated legs at Metropolitan Hospital were fifteen $50 
bills. Alcohol had rotted her liver and heroin had done the 
rest. Her story, unarguably, is one of the saddest and most 
tragic ever recorded within the music profession. 

Paramount Pictures, in collaboration with Motown 
Records, produced a motion picture in 1970 based on 
Holiday’s Life. Diana Ross played the Lady Day role well, 
but the story bne was grotesquely distorted in the dreadfully 
inaccurate screenplay by Chris Clark, Terence McCloy and 
Suzanne de Passe. Hobday’s colleagues, and many of her 
fans, were acutely disappointed with the result. 

In my work room at my California residence. I have an 
autographed photo of Hobday hanging on my wall, one of 
only four autographed likenesses I have posted in almost 50 
years of writing about musicians and singers. That 
treasured item will never be removed in my lifetime. 


-DAVE DEXTER, JR. 
Sherman Oaks, California 
Late summer of 1984 


SIDE 1 


I’ve Got It Bad 

5:52 

Just Friends 

2:48 

Walkin’ In Heaven With You 

2:00 

Ghost Of A Chance 

1:51 

Please Don’t Talk About Me 


Everything Happens To Me 

2:55 

I don’t Want To Cry 

5:30 

SIDE 2 


Prelude To A Kiss 

3:52 

"I Must Have That Man" 


“Please Don’t Talk About Me" 

2:00 

“When I'm Gone" 

1:58 

Restless 

5:00 

Moonlight In Vermont 


Jeepers Creepers 

2:10 

Endingjeepers Creepers 

3:50 
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"...Here's a fun album that is rambunctious, 
spontaneous, and uncontrived. 

For a blast in the past, try Mickie Finn’s!" 

MICKIE FINHS- 
LIVE! 

THE STARS OF THE RIOTOUS NBC 
TELEVISION SHOW PLAY THE MUSIC 
THEY'RE FAMOUS FOR -THAT DYNAMIC. 
EXCITING, HIP HOKE POWERHOUSE 
SOUND THAT IS STRICTLY EUR FUN! 

The capacity of Mickie Finn’s in San Diego is 
450 people, and it is always packed to the raf- 
ters. But on Thursday nights, Mickie Finn's 
doors swing open, and millions of people swarm 
in. The famed West Coast night club is now re- 
created in living color on nbc-tv. The same furi- 
ous musicmakers who made the original Mickie 
Finn’s great now make the whole United States 
rock and swing to the rampageous music they 
play. Their specialty is loud, fast, riproaring mu- 
sical dynamite. It pleases and astounds the ear 
in the exact same way a burst of spectacular fire- 
works astonishes the eye! 

An evening packed with the sensational M ickie 
Finn sound is right here in this album! It’s the 
same kind of razzle-dazzle kaleidoscope of hits 
they play on the tv show — from the Gay Nine- 
ties and the Roaring Twenties right up through 
the Sizzling Sixties! "Liebestraum" or "Let Me 
Call You Sweetheart" . . . "Bye Bye Blackbird" 
or "Beer Barrel Polka” . . . "Alley Cat” or "King 
of the Road" — you name it, they play it like it’s 
never been played before. 

In all its fabulous history, television has had 
many, many kinds of music, from Welk to Bern- 
stein to "Shivaree" But there has never, there 
has never been anything like Mickie Finn’s. The 
secrets behind the show’s success, outstandingly, 
are two: Fred E. Finn, the club’s cyclonic piano- 
player host; and Mickie Finn herself, Fred’s 
wife, the blonde and beautiful enchantress of 
the banjo. 

There are, of course, the host of other opu- 
lently gifted musicians and entertainers who 
help achieve the great Mickie Finn Show look 
and sound: Don Van Paulta, the Flying Dutch- 
man, who sometimes strums his banjo with 
hands that are colorfully gloved; Spider Marillo, 
the drummer, who’s apt to wear a red derby; 
Stormy Gormley, the tuba player who doubles 
on cello; "Dimples" Bobby Jensen, the left- 
handed trumpet player; and Owen Leinhard, 
who plays mean, bold, brassy trombone. 

The tv show also features as regulars Hoot, 
the bouncer doorman; Alex, the hurricane head- 
waiter; and the gorgeous Mickie Finn waitresses 


dancing girls. Not to mention the Hollywood ce- 
lebrities who perform as guests on the show and 
crop up unannounced at the tables in the audi- 
ence. And, especially, the audience themselves, 
who are, every week, a dynamic part of the show. 

Redheaded Fred E. Finn was a San Francisco 
boy who took up piano at the age of eight, as 
physical therapy for an injured finger. He’d 
mangled it swiping mashed potatoes from his 
family’s electric mixer. Before he was in his 
teens. Fred could rock those piano keys so rap- 
idly, his fingers looked like a blur. 

Mickie was a Los Angeles girl who visited, a 
few years later, a club where Fred was pianist. 
This time Fred’s swiping was more successful. 
He charmed Mickie away from her date, and 
three months later Mickie was Mrs. Finn. 

Together they headed for San Diego and 
turned a vacant warehouse into Mickie Finn’s. 
They painted, decorated, sawed lumber, even 
dug trenches for water pipe. They also went 
$70,000 in debt for supplies. But their first year, 
the club cleared a quarter of a million dollars. 
In five years, the fame of the friendly, wonder- 
ful night spot had spread so far and wide, it had 
attracted more than two million people. Now 
the marvelous Mickie Finn momentum has car- 
ried it to the heart of television — and the mil- 
lions upon millions of homes where these great 
musical entertainers can be enjoyed. 

The Mickie Finn music is a music that lights 
up the hearts and faces of listeners from one to 
91. It has swept across the entertainment world 
like a wholesome hurricane. Here it is on record, 
in startlingly realistic sound that captures all the 
unparalleled excitement of a frantic, fun-packed 
musical evening “live” at Mickie Finn’s! 

FINN-A-Y COMPANY 


SIDE ONE 

K. C. JERK 

(arr. Fred Finn) Yak Music BMI 

KING OF THE ROAD 

(Roger Miller) Tree Music BMI 
MEDLEY: 

SWINGING ON A STAR 

(Van Heusen/Burke) Burke & Van Heusen Inc. ASCAP 

ITS A SIN TO TELL A LIE 

Bregman Vocco & Conn ASCAP 

SIDE BY SIDE 

(Harry Woods) Shapiro Bernstein ASCAP 

THE BEER BARREL POLKA 

(Burke & Van Heusen) Burke & Van Heusen ASCAP 

LET ME CALL YOU SWEETHEART 

(Friedman/Whitson) Shapiro Bernstein ASCAP 

SIDE TWO 

THE MICKIE FINN THEME 

(Fred Finn) Yak Music BMI 

YOU'VE GOTTA SEE YOUR MAMA EVERY NIGHT 

(Conrad/Rose) Double A Music & Leo Feist Inc. ASCAP 

ALLEY CAT 

(Cy Coleman) Edwin E. Morris & Co. ASCAP 

LIEBESTRAUM 

(arr. Fred Finn) Yak Music BMI 

BYE BYE, BLACKBIRD 

(Hondcrson/Dixon) Remlck Music Corp. ASCAP 

WHEN THE SAINTS COME MARCHING IN 

(arr, Fred Finn) Yak Music BMI 



PLEASE WRITE TO DUNHILL, 321 SOUTH BEVERLY DRIVE, BEVERLY HILLS, CALIE FOR THE PICTORIAL STORY BOOKLET ON DUNHILL- including 
* articles and photos of SHELLEY FABARES; TERRY BLACK; JOHNNY RIVERS; JAN & DEAN; BARRY McGUIRE; THE MAMAS & PAPAS and more great stars. 
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The Blues Is Where It’s At OTIS SPAM 


During August, 1966, Otis Spann was playing an 
engagement at the Caf6 au Go-Go in Greenwich 
Village with John Lee Hooker and the Muddy 
Waters Blues Band. (Examples of their exciting 
collaboration, recorded live, are to be heard on 
Bluesway 6002.) The word having circulated that 
Otis was to record the following week, his friends 
and the friends of his colleagues arrived in strength 
at the midtown studio for the session. Some un- 
invited guests showed up, too, and the date soon 
developed into a kind of party. 

Producer Bob Thiele resigned himself to the 
situation, decided to go along with the party at- 
mosphere, and sent out hospitably for the appro- 
priate jugs of scotch, gin and vodka. These in- 
spired both the musicians and the audience, the 
latter’s generous applause being an otherwise un- 
paid feature of this souvenir of a happy occasion. 

The music reflects the atmosphere. There is a 
decided absence of the tension which so often pre- 
vails in the recording studio. Instead, there is 
genuine informality. Having gallantly gone out to 
get beer for the ladies, the harmonica player is 
noticeably absent at one point. He and Luther 
Johnson were partying, too, while My Home Is on 
the Delta was being performed. Muddy Waters 
played his guitar whenever he felt the group need- 
ed strengthening. And when Bob Thiele called 
into the studio for the title of a number about to 
be recorded a second time (an encore), Otis 
replied: 

"I’ll tell you when I get through with it!" The 
question of title was forgotten as another in- 
coming wave of blues engulfed him, and some days 
later Spann Blues seemed as good as any other. 
Otis Spann is Muddy Waters’s half-brother and 
pianist, and Muddy was there to give him not only 
moral support, but also to see that his own newly 
organized band acquitted itself properly. 

Muddy, who adopts a dramatic personality on 
the stand, has the performer’s gift of self-projec- 
tion, which makes him one of the more dynamic 
blues artists. Otis, on the other hand, is wholly 
unconcerned with entertainment values. (At this 
session, for instance, Muddy leaned over the 
piano and gestured to him to move his right hand 
up in the treble to get a more obvious effect.) He 
applies himself to the keyboard, becomes en- 
grossed in the music, and sings, so far as one 
can judge, from the heart— without calculated 
technique, that is. 

So what you hear here is how Otis Spann felt 
about the blues on the night of August 30th, 1966. 
Another night, another place, the mood might be 
different, just as it was when he won a blues com- 
petition in Jackson, Mississippi, at the age of 8; 
or when he began his professional career at 14; 
or when he joined Muddy Waters in Chicago at 
17, and all the long nights began in places like 
Pepper's, Smitty's Corner and Big John’s; or when 
the blues moved out of their ’’natural habitat" to 
college campuses, to coffeehouses, and on to the 
big stages of "folk festivals." 

New audiences and new associations: these 
could inspire deeper or shallower responses, but 
Otis continued to play and sing the blues in the 
old way, involved, committed, and unaware rather 
than scornful of any need for showmanship. The 


blues, for him, were personal, not theatrical, a 
form of reminiscence recalling good times and 
bad. « , * 

In a period when the bogus, the artificial and the 
imitative are so often more popular than the 
genuine, Otis Spann has, surprisingly enough, 
won an ever-increasing host of admirers in his 
own country and in Europe. At first, his piano- 
playing was the main attraction, but gradually 
his talent as a singer was more and more widely 
recognized. 

Popcorn Man is Muddy's song and it takes Otis 
out of the "down” context in which he is usually 
heard. This is a jaunty, self-congratulatory blues, 
not a song, to use Duke Ellington’s accurate 
phrase, of "romantic failure." Brand New House is 
similarly something of a departure in that it was 
written by Bobby Darin and Woody Harris, but its 
sentiments are pertinent, and when Otis happened 
to hear it he insisted on recording it. 

By the third number, Chicago Blues, there is 
doubtlessly an underlying, ironic significance for 
Spann at a time when race riots and the murder of 
eight nurses were occupying the headlines in the 
city he has made his second home. 

The serious business begins with Steel Mill 
Blues, a traditional declaration on the subject of 
he-and-she conflict. It continues even more soul- 
fully on Down on Sarah Street: 

I'm gonna drop down to St. Louis, 

Yes, to see a great ol' friend of mine. 

Every time I'd get in trouble. , oh, she'd be 
there by my side. 

Here George Smith's harmonica and Sammy Law- 
horn’s guitar bear down in aching sympathy. 

The second side opens in the same vein with 
the old favorite, T'ain't Nobody’s Bizness If I Do, on 
which guitarist Lawhorn of Little Rock, Arkansas, is 
featured. On Nobody Knows Chicago Like I Do (Party 
Blues), Otis introduces some of the musician- 
participants by name. His invitation to a future 
party, however, is decidedly oblique as he sings: 
I'm gonna give me another party, 

Yes, but God knows when ! 

My Home Is on the Delta, Muddy's number, is by 
no means all pining nostalgia. The prospect of 
leaving Chicago brings Otis dismay. "You know I’ll 
hate to go," he sings. Finally, Spann Blues puts 
the emphasis on the instrumentalists, Lawhorn, 
Smith and "Georgia Boy" Johnson, before Otis 
takes over with dark, ruminative choruses low 
down on the keyboard. 

The party was over, but the blues were not, be- 
cause Muddy Waters now began to shepherd his 
flock out into the night for a fifteen-hour drive to 
Chicago! 

STANLEY DANCE 
Contributing Editor, JAZZ Magazine 


Other BLUESWAY Albums 

BL/BLS 6001-Blues Is King-B. B. King 
BL/BLS 6002— Live At Caf6 Au Go-Go 
-JOHN LEE HOOKER 
BL/BLS 6004— The New JIMMY REED 
Album 


Produced by BOB THIELE Engineer: 



BOB ARNOLD Cover and Llper Photos: CHARLES SHABACON Liner Design: JOE LEBOW 


SIDE ONE 

1. POPCORN MAN 

(M. Morganfield) (Pamco Music, Inc.-BM 

2. BRAND NEW HOUSE 
(W. Harris, B. Darin) 

(Tweed Music/Walden Music-ASCAP) 

3. CHICAGO BLUES 

(0. Spann, G. Spink) (Pamco Music, Inc.- 

4. STEEL MILL BLUES 

(Otis Spann) (Pamco Music, Inc.-BMI) 

5. DOWN ON SARAH STREET 

(Otis Spann) (Pamco Music, Inc.-BMI) 


SIDE TWO 

1. T’AIN’T NOBODY'S BIZNESS IF I DO 

(Granger, Prince, Williams) (MCA, Inc.-ASCAP) 3:52 

2. NOBODY KNOWS CHICAGO LIKE I DO (Party Blues) 

(Otis Spann) (Pamco Music, Inc.-BMI) 2:35 

3. MY HOME IS ON THE DELTA 

(M. Morganfield) (Arc Music Corp.-BMI) 3:12 


PERSONNEL: 

OTIS SPANN 
piano and vocal . ■ 

MUDDY WATERS 
guitar 

SAMMY LAWHORN 
guitar 

LUTHER JOHNSON 
guitar 

MAC ARNOLD 
electric bass 

FRANCIS CLAY 
drums 

GEORGE SMITH 
harmonica 


A Product of ABC Records, Inc., 1330 Avenue ol the Americas, N Y. 10019 • Made 


J.S.A. 
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NIA TO HIGH SCHOOL 

gERRY^ULLIGAN and HI~S~< 3 U!aRIET 


FEATURING GUESTS: ZOOT SIMS AND BOB BROOKMEYER 


NOTES BY GERRY MULLIGAN 
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November 12, 1954 - Stockton, California 

Stockton/ High School Auditorium Produced by George Westcott 

Drums, dhico Hamilton ; bass. Bed Mitchell; trumpet, Jon Eardley; baritone sax 
~ • and piano, Gerry Mulligan. 

‘ v'V - . > • 

We shared the stage in Stockton with my good friend Dave Brubeck. His 
quartet played the first half of the concert; after the intermission we began 
our part of the program with Blues Going Up. This is a completely extem- 
poraneous arrangement of the blues — and, because of the excellence of their 
performances, serves as an ideal introduction to Jon Eardley and Red Mitchell 
in their first records with the Quartet. I feel that Blues Going Up is the Quartet 
at its impromptu best. Little Girl Blue is Jon’s favorite Rogers & Hart selection 
and is his choice for a feature solo ballad number. Piano Blues is just that, a ■ - ■ 
blues featuring the piano that we usually don’t use. Chico’s humorous interplay 
with the piano in the introduction sets the stage for a light, carefree, traditional- 
blues. Chico shows plainly here one big reason why he is the ideal drummer fOr i 

the Quartet. The ending may come as somewhat of a surprirse to you as it did 
to us. Yardbird Suite is the last selection in this set. It is a particular favorite of 
mine and one of the most “song-like” of Charlie ParkeVs^ompositions. Our 
theme song Utter Chaos ends the side. 


December 14, 1954 — San Diego, California 
Hoover High School Auditorium 
Produced by Don Howard 
Tenor sax, Z oot Sims; valve trombone & 
piano, Bob Brookmeyer; drums, Larry 
Bunker; bass. Red Mitchell; trumpet, Jon 
Eardley; baritone sax, Gerry Mulligan. 


This concert was our first appearance in 
San Diego, and marked the last appearance 
of the Gerry Mulligan Quartet for some time 
to come. The Quartet has been disbanded for 
a period of six months in order for me to go 
home to New York to concentrate on new 
music and to formulate plans for new record- 
ings and other musical undertakings. 

The Quartet, with the same personnel as in 
Stockton, played the first half of the concert. 
After the intermission, Larry Bunker took 
Chico Hamilton’s place at the drums. We 
were joined onstage by Zoot Sims and Bob 
Brookmeyer. 






ite of f 

I, 1 v 

Ml 1 1 


.. -v - 

. W - 


w.'* ^ 


i « 


Western Reunion is so titled in honor of Zoot Sims, an old friend and musical compatriot of mine. It has been many years since ZoptVnd I have had an 
opportunity to blow together: so, for both of us this was an auspicious and happy occasion. I Know, Don't Know How is a iVbw .gnginnl being presented 
fbi|:;the first time here, and I hope you will enjoy it. The Red Door is a delightful tune composed by Zoot Sims. In New York <m*Yhe late ’40s, Zoot and I 
and oqr friends used to play at a studio called Don Jose’s. This studio was located in an -old building with a rather bleak J»fit and distinguished by a 
bright red jdoor,'for which this tunc is named. We play The Red Door as a duet for tenor and baritone, and are joined by Bolibv Brookmeyer at the piano. 
This brings o.yr San Diego concert to a close, and completes the album. % 

* h ’ i ■ , Zoot Sims aha ] on Eardley njipcor by arrangement with Prestige Records. 

l » ... •** * , a • 'y*f ■- ^ 

A RICHARD BOCK PRODUCTION '« # V -WORLD-PACIFIC RECORDS 

notograph, and Cove, Detign: WU& ClaxtoX WORLD^pTcifiC 5 RECORDS * HOLLYWOOD, CALIFORNIA 

Recording Engineer: PhU Turetsky W-V ’ ' '■ omoo.,.a. 
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BIG BAND BLUES 
TED HEATH 


PS 172 
BIG BAND BLUES 
TED HEATH 


BIG BAND BLUES 


ST. LOUIS BLUES 

(W. C. Handy) (ASCAP • 4 :45) 

THE MEMPHIS BLUES 

(W. C. Handy) (ASCAP -2:50) 

BLUES IN THE NIGHT 

(Arlen; Mercer) (ASCAP -2:25) 

LIMEHOUSE BLUES 

(Furber; Braham) (ASCAP - 2:30) 

BASIN STREET BLUES 

(Williams) (ASCAP - 3 :00) 

JAZZ ME BLUES 

(Delaney) (BM1-2:15) 


ST. JAMES INFIRMARY 

(Primrose) (ASCAP -3:10) 

TIN ROOF BLUES 

(Pollack; Brunies; Roppolo; Stitzel; Mares; Melrose) 
(ASCAP -2:30) 

IT'S THE BLUEST KIND OF 
BLUES MY BABY SINGS 

(Phillips; Williams; Rheinhardt) (ASCAP - 4 :00) 

HONKY TONK TRAIN BLUES 

(Lewis) (ASCAP - 3:10) 

A BLUES SERENADE 

(Parrish; Signorelli; Grande; Lytell) (ASCAP -2:55) 

ROYAL GARDEN BLUES 

(C. & S. Williams) (ASCAP - 3 :00) 


featuring 

KEITH CHRISTIE-trombone; RONNIE CHAMBERLAIN-soprano sax; HENRY MACKENZIE-clarinet; 
EDDIE BLAIR-trumpet; BOB EFFORD-tenor sax; STAN TRACEY-piano; DON LUSHER-trombone 

with 

TED HEATH AND HIS MUSIC 


Ted Heath entered the music world 45 years 
ago when his father taught him the tenor horn. 
At seven Ted was playing in band contests and 
at 12 he switched to the trombone. Returning 
from service in World War I, Ted had a couple 
of lean years till his luck changed and Jack 
Hylton gave him a job. After this Ted worked 
his way through most of Britain’s top bands and 
held the trombone chair on many record sessions 
with top American stars. 

In 1942 Ted became fired with the idea of 
having a band of his own. It all came about when 
he heard Glenn Miller’s American Band of the 
AEF, then stationed in Britain. The forceful 
swing and full-bodied brass sound so fascinated 


him that he became determined to form a band 
which would play the kind of music he believed 
in. 

Ted Heath and his Music were heard for the 
first time on a BBC broadcast in 1942. but not 
until the war ended could Ted really think about 
building up a regular orchestra. In 1945 the 
American trumpet player and arranger. Toots 
Camarata came to Britain as musical director of 
the film “London Town.” Camarata commis- 
sioned Heath to provide the music for the film 
and in this way the band achieved a degree of 
permanence. When the film was completed Ted 
Heath’s orchestra began touring and broadcast- 
ing regularly. 


A small but fanatical following quickly sprang 
up; the band started coming top in the polls run 
by British musical papers; yet the music was still 
too advanced for most of the general public. But 
Ted refused to compromise; he preferred to wait 
for the public to catch up with his ideas. That 
they have now done so is reflected in the present- 
day sales of Ted Heath’s records and the crowds 
which flock to see the band wherever it appears. 
And Ted Heath’s music is just as popular on 
this side of the Atlantic as it is in Britain, as 
proved by the heavy demand for his records in 
the United States and the enormous success of 
his two American tours. 
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Bids It 


I Oat A Kick Out Of You [3:38] 

Composer: Cole Porter 
Warper Brothers. Inc. 

Summer's Romance [3iBS] 

Composer: Milton Seeley 

At Long Laat Love [3:58] 

Composer: Cole Porter 
Copyright '930. Chappell fi Co.. Inc. 
Copyright renewed 

Send In The Clowna [5:85] 

Composer: Steven Sondheim 
Copyright 1973, Revelation Music 
Publishing Corp. & Rilling Music Corp. 

Barbara [4:84] 

Composer: Milton Sealey 

Side B 

Virgin Island Watara [4:84] 

Composer: Milton Sesley 

What Are You Doing Tha Raat 
Of Your Life [2:E7] 

Composer: Michel LegrencJ 

United Artists Music Publishing Group 

Miss Dorian* [3:19] 

[Tribute To Oliver] 

Composer: Milton Sealey 

Hardly A Day [4:61] 

Composers: Milton Sealey 

Randy Rapaport 

Aa Tima Qoea By [4iBO] 

Composer: Herman Hupfeld 
Copyright 1931. Warner Brothers. Inc. 

“The tune Mlaa Dorian is built on the 
□onBn ScaleB. The notes of the Dorian 
Scale starting on D are: D £ F G 
A B C D. The intervale [from one note 
to the next] In the Dorian Scale are: 
Tone. Semi-cone. Tone. Tone. Tone. 
Semi-tone, and Tone That is why I 
chose to call it Mlaa Dorian,' 

Wlllton Seollty 

Mlaa Dorian is a tribute to the famous 
Oliver Nelson, great arranger and reed 
player. 


Recording by: BC Recordings, Philadelphia 
Engineer: Bob Cohen 


True artists, whatever their 
medium, create beauty for 
others to enjoy. 

In music, the creators discipline 
their talents by perfecting 
various skills. Those who liaten 
discipline their testes by 
experiencing delight from many 
different performances. 

For the discriminating listener, es 
well as for the more casual 
listener seeking to be well 
entertained, it is a happy 
experience to be present at e 
performance by Milton Sealey. 
Pianist, singer, composer, end 
arranger. Milton provides his 
audience with a unique sense of 
artistic satisfaction because of 
his dazzling musicianship, his 
warm spontaneity, and his 
invigorating stylistic flexibility. 

A musical Brtist who has 
disciplined his many talents by 
studying and performing with the 
best, Milton SealBy is'something 
of a "Renaissance man" in music 
today. Ranging from jazz to 
classical and from show tunes to 
ballads, he is unique among 
popular entertainers in bringing a 
special and discriminating 
perception to any period or piece. 

Milton Seeley has worked with 
such jazz greats as Sonny Rollins. 
Oliver Nelson, Lionel Hampton, 


□on Byas, Mezz Mezzrow, Joe 
\ Newman, end Dakota Station. His 
vTr . training includes study at McGill 
University end private study with 
an instructor from the French 
Conservatory of Music in Paris, 
as well es working with Professor 
Schramm at Carnegie Hall, and 
Henry Levine in New York City. 

Milton's artistry has been enjoyed 
in such well-known New York 
nightspots as the New York 
Playboy Club, the Jazz Gallery, the 
Embers, the Most, the All Baba, 
and Birdland. In Philadelphia he has 
performed at the Top of Centre 
Square. Le Bistro, and the Pianc 
Bar. Milton appeared at Mexime's 
in Holland and the Calvados in 
Paris, as well as the Jazz Festival 
Hall and the Hippodrome in 
London, and he has toured 
> * extensively in Europe, Africa. 

. ' China, Japan and the Far East. 
Milton Sealey has also been 
involved in theater as the musical 
director and pianist for the 
original "Platters". 

As a musical artist who creates 
beauty for others to enjoy, Milton 
Sealey is unexcelled. His 
performance on this album 
represents the evolution and 
refinement of his many talents, 
and gives simple delight and 
satisfaction to listeners of varied 
musical tastes and 
temperaments. 
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The design, original painting, and production of thle album Jacket la by Davie Advertising Incorporated of Philadelphia. 
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THE ENGLISH ROMANTIC POETS 




THE ENGLISH ROMANTIC POETS 


BRAMWELL FLETCHER reads poetry with biographical commentary. Printed text. 



SIDE I 

WILLIAM BLAKE 

How Sweet I Roamed; My Silks And Fine Array; From 
“Songs of Innocence": Introduction ; The Lamb. From 
"Songs of Experience": The Tyger. 

ROBERT BURNS 

My Luve; The Banks o' Doom Sweet Afton; To A Mouse. 

WILLIAM WORDSWORTH 

The Daffodils: To A Skylark; My Heart Leaps Up When 
I Behold; The World Is Too Much With Us; On Westmin- 
ster Bridge; To Milton. 

SAMUEL TAYLOR COLERIDGE 

Kubla Khan. 


SIDE 2 

GEORGE GORDON (LORD BYRON) 

When We Two Parted; She Walks In Beauty; 

The Destruction Of Sennacherib. 

PERCY BYSSHE SHELLEY 

To A Skylark; Ode To The West Wind; Ozymandias. 

JOHN KEATS 

On First Looking Into Chapman’s Homer; Ode On A 
Grecian Urn; Bright Star. Would I Were Stedfast. 


“Wherever there is a sky above him and a world around him, 
the poet is in his place.” — So wrote Carlyle of the poet. 

English Romanticism developed as the poet turned from the 
impersonal, intellectual rule of reason, balance and tradition to 
the emotional, personal, idealistic freedom from tradition. Each 
artist insisted upon the rights of originality and the privilege to 
write as he pleased. 

Wordsworth believed that the language of poetry should be 
the language of daily life. He achieved that certain majesty. 
Coleridge, on the other hand, chose themes of an unusual and 
often supernatural character, as in “Kubla Khan”. 

Blake gave spontaneous affirmation to life; Bums, with sin- 
cerity and an indisputable air of truth, described in his own rugged, 
rustic modulation, scenes he actually knew. 

Eminently the poet of passion, Byron created instantaneous 
sympathy in the minds of others with his stirring rhythms. Per- 
sonally rebelling against the world of existing institutions, Shelley, 
part poet and part reformer, but above all a wanderer, followed a 
vague beautiful vision. Keats lived apart from men and political 
disputes, and worshipped beauty. More than any other, he lived 
for poetry, and more than any other he emphasized beauty and 
truth. 

The representative selections are chosen from those of a many 
splendoured age. 


BRAMWELL FLETCHER 

Since the opening of My Fair Lady at the Mark Hellinger Theatre (N.Y.), he has 
played the lead role of Prof. Higgins over 200 times. With more than 30 years experi- 
ence, he began his stage career with the famous Shakespearean Company of Stratford- 
on-Avon. He considers himself primarily a stage actor, and his role in My Fair Lady 
is his thirtieth leading part in the past two decades. He has a particular love of poetry 
and is thoroughly familiar with the works of all the great masters. This becomes 
apparent as one hears his sensitive, yet virile reading of this great verse. 


YOU’LL ENJOY THE AUDIO ARTS LIBRARY OF LITERARY RECORDINGS 


AA 3301 PARKINSON’S LAW. 

The popular author C. Northcote Parkinson tells how he 
discovered his famous law, and makes other pertinent (and 
often impertinent) humorous observations on the foibles of 
big business and government. 

AA 3302 THE REDHEADED LEAGUE. 

Sherlock Holmes and his constant companion, Dr. Watson, 

I are off on one of their greatest adventures. Sir Arthur Conan 
Doyle's masterpiece takes on new delight in this full-length 
reading by John Brewster. 


AA 3303 THREE SHORT STORIES OF 
O. HENRY. 

Three gems from the pen of one of America’s favorite short 
story writers. Robert Donley reads the complete texts of: The 
Gift of the Magi; Cop and the Anthem ; The Furnished Room. 


AA 3304 RUDYARD KIPLING. 

Noel Leslie reads "'a ri hjJ e thriller The Mark of the 
Beast and popular ■ a alia V Gunga 0 in; Danny 

Deever; Manda ' If; Wk 'h’~ Lust Pictt •? Is Painted; 

Recessional. 


AA 3305 ENGLISH ROMANTIC POETS. 

Bramwell Fletcher reads familiar poems from works of Blake, 
Burns, Wordsworth, Coleridge, Byron, Shelley, and Keats. 
With commentary and biographical data on each poet, plus 
printed text of poems read. 

AA 3306 19th CENTURY ENGLISH POETS. 

Alexander Scourby and Nancy Wickwire read familiar poems 
from the works of Tennyson, Robert Browning, E. B. Brown- 
ing, Rosetti, Clough, Arnold, Swinburne, Hardy, Hopkins. 
Henley, Stevenson, Housman, Yeats, and Kipling. Comma- 
tary and biographical data plus printed text. 

AA 3307 19th CENTURY AMERICAN POETS. 

Alexander Scourby and Nancy Wickwire read familiar poems 
from works of Bryant, Emerson. Whittier, Longfellow, Poe, 
Whitman, Holmes, Lowell, Dickinsr.i, and Markham. Com- 
mentary and biographical data o** each poet plus printed text 
of poems read. 

AA 3308 AN ALBUM OF MODERN POETRY- 
VOLUME I. 

Thirteen leading contemporary poets read from their works: 
Robert Frost, Wallace Stevens, John Crowe Ransom, Mari- 
anne Moore, T. S. Eliot, Edwin Muir, William Carlos Wil- 
liams, Robinson Jeffers, Robert Graves, Conrad Aiken, Archi- 
bald MacLeish, Henry Reed, and Muriel Rukeyser. Printed 
text! 


AA 3309 AN ALBUM OF MODERN POETRY- 
VOLUME II. 

Thirteen leading contemporary poets read from their works: 
Allen Tate, W. H. Auden, Theodore Spencer, Richard Eber- 
hart, Stephen Spender, Ogden Nash. Merrill Moore, William 
Empson, Gene Derwood, George Baker, Vernon Watkins, Roy 
Fuller. Printed text. 


AA 3310 AN ALBUM OF MODERN POETRY- 
VOLUME III. 

Nineteen leading contemporary poets read from their works: 
Edgar Lee Masters, Louise Bogan. Stanley Kunitz, Leonie 
Adams, Robert Lowell, Theodore Roethke, James Wright, 
Jean Garrigue, Richard Wilbur, E. E. Cummings, W. R. 
Rodgers. Edwin Denby, Edwin Honig, Howard Nemerov, 
Ruth Herschberger, Joseph Bennett, Ted Hughes, John 
Thompson, and W. S. Merwin. Printed text. 
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Louise Boffuu 

Reads From Her Own Works 

Yale Series of Recorded Poets 


Side 1 Time 23 min. 20 sec. 

Medusa 
The Romantic 
Statue and Birds 
The Alchemist 

Men Loved Wholly Beyond Wisdom 

Women 

Division 

The Crossed Apple 
Fiend's Weather 
Old Countryside 
Summer Wish 

Side II Time 25 min. 16 sec. 

Henceforth from the Mind 

Man Alone 

The Sleeping Fury 

M., Singing 

Putting to Sea 

Spirit's Song 

Kept 

V arialion on a Sentence 
The Dream 
“Come, Sleep . . .” 

March Twilight 
July Dawn 
The Meeting 
The Young Mage 
Song for the Last Act 


Louise Bogan is usually categorized as a poet in the meta- 
physical tradition or meditative mode, following Donne, 
Emily Dickinson, and older contemporaries like Eliot and 
Ransom. Yet, like so many modern poets, she is a Roman- 
tic in her rhetoric and attitudes, and her procedure at least 
tends towards the visionary mode, in the tradition of Blake 
and Yeats. Her best and most characteristic poems estab- 
lish their structure by a conflict of contraries, akin to 
Blake’s clashes of Reason and Energy and Yeats’s dia- 
logues between Self and Soul. As in Blake and Yeats, 
there is no transcendence of this strife in Miss Bogan’s 
poems; it is not resolved in the traditional consolations 
of religious belief, or in the expectation of any perma- 
nent abiding place for the human spirit. The frequent 
fierceness of Miss Bogan’s rhetoric proceeds from a bit- 
terness born of the unresolved contraries, the demands of 
reason and energy, of limiting form and the exuberance 
of desire, for Miss Bogan is purely a lyrical poet, and 
lacks the support of the personal systems of Blake and 
Yeats, by which those poets were able more serenely to 
contemplate division in the psyche. Miss Bogan is neither 
a personal myth-maker in the full Romantic tradition, like 
her near-contemporary Hart Crane, nor an ironist in the 
manner of Tate, to cite another poet of her generation. 


The honesty and passion of her best work has about it, in 
consequence, a vulnerable directness. 

The poems on this recording largely follow the sequence of 
Miss Bogan’s Collected Poems, for that sequence hints at a 
kind of ordering, in which the unresolved contraries of the 
poet’s world move towards a delicate and tentative balance. 
Medusa makes an effective introduction to the landscape 
of Miss Bogan’s poetry. What is conveyed here is a sense of 
unreality pervading a desolation. The scene has a frozen- 
fast quality pointing towards the inner significance of the 
Medusa myth. The poem is altogether oblique in its pres- 
entation. What is offered is an image of the memory itself 
turned to stone, a hint of the theme of the rejection of 
nostalgia to be developed in the later poems. 

Men Loved Wholly Beyond Wisdom is a gnomic parable, 
with overtones of the Blake of Ah Sunflower! and the 
Yeats of “Never give all the heart.” The poem is a minia- 
ture dialectic, with the contrary statement rising from the 
sixth line onwards. The final figure of the cricket is a strik- 
ing emblem akin to those of Blake’s state of Experience. 
Lighter and still more laconic is the subtle lyric, The 
Crossed Apple, with its flavor of New England speech. 
Here, in a poem “about” the co-existent contraries of the 
freedom and necessity of choice one can observe remind- 
ers of the archetypal apple-tasting in Eden, but we 
recognize a humanistic emphasis : 

This apple’s from a tree yet unbeholden. 

Where two kinds meet, — 

The preceding poems are preparations for Miss Bogan’s 
most ambitious poem, Summer Wish, which marks the 
crisis and mid-point of her work. Here the influence of 
Yeats is explicit and acknowledged, with the poem’s epi- 
graph being the opening of the pastoral lament for Robert 
Gregory, Shepherd and Goatherd. Two voices speak in 
alternation in Summer Wish, with the passionate soul ex- 
pressing its longings, and the observent self describing 
the phenomena of its mutable world moving slowly to- 
wards summer, the season desired by the soul. The two 
voices fail consistently to heed the other, in an extended 
ironic vision of the divided psyche. 

The first voice begins by crying out for full rebirth, re- 
jecting the spring as a false hope. The second voice coun- 
ters by calmly describing the very end of winter, the first 
touches of spring. The first voice reminds itself that ex- 
perience denies the reality of its full, earlier yearning 
forwards, and categorizes love as fantasy. The second voice 
moves on to detail the early growth of the signs of re- 
newal. The first voice, reproving itself yet more harshly, 
rejects the saving grace of memory. The second voice de- 
scribes early April, and the movement towards summer. 
The first voice increases in bitterness, expounding the 
contraries of passion. The second voice, as if almost in 


response, describes the meeting of two figures with a 
gradual revelation of the man of the pair. Half in re- 
sponse, the first voice rejects the self-comfort to be found 
by the pride of one’s own solitariness. The second voice 
now ceases to be as purely neutral in its descriptiveness, 
and emphasizes the sensuous beauty still to be found in 
the fading of the day. The first voice, again turning from 
refuges, rejects the mind as comfort. The second voice 
describes the spring planting, with a new note of pur- 
posefulness. The first voice, in its final outcry, acknowl- 
edges that earth’s year begins, and responds to it, defying 
itself and the past with wish and laughter, and finding in 
rock a symbol of ultimate desperation and yet a mode of 
heroic consolation. The second voice completes the poem 
with the Yeatsian figure of the hawk’s flight as an image 
both of acceptance and of the effort to hold oneself open 
to experience: 

See now 

Open above the field, stilled in wing-stiffened flight. 

The stretched hawk fly. 

Summer Wish is Miss Bogan's Resolution and Independ- 
ence. Her later poems either celebrate the consequences 
of having cast out remorse, or return to a fiercer, more 
impatient preoccupation with the self. 

Henceforth From the Mind is an exultant Romantic lyric, 
chanting in Yeatsian accents the greater sweetness that 
has flowed into the remorseless breast, and yet acknowl- 
edging with regret ( as in the second stanza) the necessity 
for resignation to some permanent sense of loss. The 
Wordsworthian image of the sea-shell betokens a darker 
music of mature imagination, similar to the “sober color- 
ing” of the close of the Intimations ode. 

The Sleeping Fury renews the Medusa image in an ad- 
dress to the self as the soul’s dark double, “my scourge, 
my sister,” and ends in the deliverance of a fuller aware- 
ness of both self and soul. Putting to Sea praises the en- 
terprise of entering the abyss of the self, the dangerous 
exploration of our darkness. The Dream is Miss Bogan’s 
most dramatic and convincing portrayal of the split in 
the self, with its renewal of the ancient myth of the ap- 
peased fury. Song for the Last Act is a graceful parting 
poem, being both a love song and a ritual of acceptance. 
Read at the end, it serves to round off the record of a life 
of humanistic craftsmanship. 

Louise Bogan has won many awards and prizes, includ- 
ing the Bollingen Prize in 1955. Her books include 
Achievement In American Poetry 1900-1950 (1951) and 
Selected Criticism (1955). — Harold Bloom 

The poems included on this recording, with the following 
exceptions, are from Collected Poems oi Louise Bogan, 
Copyright ©1954 by Louise Bogan; reprinted and re- 
corded with the permission of The Noonday Press, a 
subsidiary of Farrar, Straus and Cudahy, Inc. ‘The Meet- 
ing’ and ‘March Twilight’, copyright ©1957 The New 
Yorker Magazine, Inc. ‘July Dawn' has appeared in 
Poems in Portfolio; ‘The Young Mage’ in the London 
Times Literary Supplement. 






THE TALE-SPINNERS FOR CHILDREN 


introduces an exciting new concept on re- 
cords for young people. Every album in the 
series combines three major ingredients: 
classic stories for all young people; a fine 
theatrical company plus a famous actor or 
actress playing the title role, and the music 
of the Hollywood Studio Orchestra provid- 
ing the finest background possible. 

Through the magic of TALE-SPINNERS, 
young listeners are exposed to the finest 
literature, and a form of classical music pre- 
sented in a most attractive setting. 




UAC 11014 — PIN0CCHI0. 



UAC 11007 — THE 3 MUS- 
KETEERS. 


UAC 11006— THE SLEEPING 
BEAUTY. 


UAC 5 

SST 



UAC 11021 — THE EMPER- 
OR'S NEW CLOTHES and 
HOP O' THUMB. 


UAC 11024 — GULLIVER IN 
LILLIPUT. 





Chipper * 
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UAC 11032 — SING ALONG 
WITH CHIPPER and his Play- 
mates. 


ROW. ROW, ROW TOR B03T 


-- - . 

UAC 11035 — ROW, ROW, 
ROW YOUR BOAT and other 
Mother Goose Rhymes. 





UAC 11037 — THE LITTLE 
ENGIN: THAT COULD and 
JACK AND THE BEANSTALK. 


UAC 11029 — ALICE IN WON- 
DERLAND. 



UAC 11009 — PUSS IN 
BOOTS. 



UAC 11004 — CINDERELLA. 


UAC 11003— SNOW WHITE. 


UAC 11002— WILLIAM TELL. 


SEND FOR FREE TALE SPINNER CATALOG 

DEPT SUS 6920 SUNSET BLVD. LOS ANGELS. CALIF. 1 90028 ) 



UAC 11036 — LITTLE TOOT. 

And other Sea Songs. 



UAC 11017 — THE PIED 
PIPER & THE TINDER BOX. 



UAC 11008 — THE UGLY 
DUCKLING. 



UAC 11001 — ROBIN HOOD. 
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SEAN O’CASEY 


Reading from his Works 


Juno and the Paycock, scenes 
Pictures in the Hallway, a section 
Inishfallen, Fare Thee Well, a section 


LONGPLAYING iiVi RPM MICROGROOVE RECORDING 


CAEDMON TClOi: 



TC 1012 Sean O'Casey 
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CAEDMON 

Series of Literary Records 


DYLAN THOMAS TC 1002 

Do Not Go Gentle, Fern Hill, and 
other poems, and the short story, A Child's 
Christmas in "Wales. 1-12”. $5.45 

“The record makes one . understand 
why the Welsh poet draws full houses for 
his public readings, it carries the listener 
along, enchanted by the sound of the 
words.” — N. Y. Times 

THOMAS MANN TC 1004 

In German: Tonio Kroeger, Ch. I. 
Lob der Vergaenglichiceit and “Die 
Busse” from Der Erwahlte. 1-12". $5.45 

TENNESSEE WILLIAMS TC 1005 

The Glass Menagerie (scenes). The 
Yellow Bird (short storv), poems. 1-12". 

$5.45 

KATHERINE ANNE PORTER TC 1006 

The Downward Path to Wisdom, a 
short story, complete. 1-12”. $5.45 

“It is the finest thing of its kind I have 
ever heard, a beautiful production in every 
respect.” Quarterly Journal of Speech 

KATHERINE ANNE PORTER TC 1007 

Pale Horse. Pale Rider, a short novel, 
complete. 2-12". $10.90 

ARCHIBALD MACLEISH TC 1009 

Act Five (entire), Conquistador (se- 
lections ) , shorter poems. 1-12". $5,45 

“This is one of the first real phonograph 
events of 1953.” — N. Y. Herald Tribune 

OGDEN NASH TC 1015 

A Kind of an Ode to Duty, Spring 
Comes to Murray Hill, and other poems. 
1-12”. $5.45 

EUDORA WELTY TC 1010 

Three short stories: Why I Live at the 
P. O., A Memory, The Worn Path. 
1-12”. $5.45 

OSBERT SITWELL TC 1013 

Poems from Wrack at Tidesend and 
other volumes. 1-12". $5.45 

WRACK AT TIDESEND 

Osbert Sitwell’s new book of poetry, 
the second volume of his major trilogy, 
England Reclaimed. 128 pages. $2.50 
Book and rrcord together, in one attrac- 
tive slip-case. $7.95 

DYLAN THOMAS vol. 2 TC 1018 

Should Lanterns Shine, Poem on 
His Birthday, A Refusal to Mourn 
the Death, By Fire. Of a Child in 
London, and others. 1-12". $5.45 

E. E. CUMMINGS TC 1017 

Poems from Eimi, I x I, etc,, and a scene 
from Him. 1-12”. $5.45 
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SEAN O'CASEY g^g.^ 

reading 

Juno and the Paycock, scenes from “Cat an Cage" from Pictures in the 

Acts One and Three Hallway 

"The Death of Mrs. Casside" from 
Inishfallen, Fare Thee Well 


“I would make it a penal offense tor any man to write 
a play without being able to declaim two or three of 
Shakespeare’s plays by heart.” 

Scan O’Casey’s casual remark, made very many years 
ago, is that of a man who learned not only his art, but the 
skill of reading print itself, from the pages of Shakespeare. 
Too poor to attend school, at the age of twelve he began 
the study in his own room, erupting at intervals into an 
uninhibited acting-out of the scenes. Not surpris- 
ingly, by his seventeenth year and the writing of his 
own first play he could declaim by heart whole pas- 
sages from Hamlet, Macbeth and Julius Caesar. 

It is not only a fine story, but a partial explana- 
tion of one of the three great playwrights of modern 
times, whose genius this new recording underscores 
well. O’Casey is a dramatist whose ear is attuned 
perfectly to the sound of language. More truly than 
any playwright with the exception of Shakespeare 
and the Greeks, he writes language whose vigor, 
whose very meaning, is in the hearing. And his 
own reading of his work is revelatory. No actor, 
however sensitive, is capable of such a performance. 

Our American theatre has been too long without the 
artistry of Sean O’Casey. Those many plays - Juno and 
the Paycock, The Plough and the Stars, The Silver Tassie, 
Purple Dust, Cock-a-doodle Dandy and the rest — have 
been aired seldom enough so that the drama critics them- 
selves begin to clamor for new productions. In England, 
however, and in Ireland, the plays have had turbulently 
full histories, starting with the boisterous Abbey days in 
Dublin, where O’Casey was first encouraged by Lennox 
Robinson and Lady Gregory. Out of his experience in 
the thick of Anglo-Irish warfare caine The Shadow of a 
Gunman, his first play to be accepted by the Abbey. Then, 
taking as his setting the 1922 civil war between the new 
Free State and the Republicans, O’Casey wrote Juno and 
the Paycock, and this too was hugely successful. But with 
the production of The Plough and the Stars, which treated 
the Easter Rebellion of 1916, national controversy arose. 
Successful though the play was, it nevertheless aroused 


tremendous and well-evidenced hostility among a large 
group, which thought it detected less than complete rever- 
ence for the Irish cause. 

Soon afterward, O’Casey left Dublin behind him, and in 
London completed a new play, The Silver Tassie. Dealing 
for the first time with a non-Irish subject, the play was 
rejected on artistic grounds by the Abbey Theatre directors. 
The furor created by the rejection, in which Yeats himself 
had concurred, gave to many their first acquaintance 
with O'Casey’s name and work; and in striking con- 
trast with the Abbey verdict, the successful produc- 
tion of The Silver Tassie in London touched off 
international acclaim. It was after this first London 
opening that Bernard Shaw, quite humble, wrote: 
“There is a new drama rising from unplumbed 
depths to sweep the bourgeois efforts of myself and 
my contemporaries into the dustbin." 

Ultimately, O’Casey’s stature as a dramatist rests 
on the truths borne to us by the plays themselves. 
These people speak to us and are real: these trage- 
dies. perplexities, faced with irrational gaiety and 
despair, yield for us as well the same hushed commentary. 
For O’Casey’s plays arc not to be confused with those 
offering the usual gashed and bleeding “slice of life.” 
O’Casey, though he has been dock-laborer, hod-carrier, 
stone-breaker, railway-worker and Irish Revolutionist as 
well, is primarily a poet. It is as such that he speaks to us 
in his plays, and in those rich autobiographical chapters 
recorded so delightfully here. 

The vigor and ebullience, as well as the superbly re- 
created episodes, of O’Casey’s five-volume autobiography 
have captivated many who are still relatively unfamiliar 
with the plays themselves. Like the other selections in- 
cluded in this recording, the chapters read were especially 
chosen by the author himself. 

In order to make this recording, portable equipment was 
brought from London to O’Casey’s Devon home, where an 
electric generator furnished the necessary power, and an 
occasional distant train whistle lent its harmonious note to 
the record. 



S 

jj Juno and the Paycock, Collected Plays of Sean O'Casey, vol. I. New York: St. Martin’s Press, 1949. 

Pictures in the Hallway. New York: The Macmillan Company, 1949. 

♦ Inishfallen, Fare Thee Well. New York: The Macmillan Company, 1949. 

♦ 



| Note, Hurling is the national game of Ireland, played by two opposing teams of seventeen men on each side. 
£ either side trying to drive a ball into a goal, by means of sturdy sticks of ash, smooth and rounded where the 

hand grasps it, thickening and widening into a curved boss at the other end a most dangerous weapon in a row. | 


Performance and reproduction rights information available from Caedmon Publishers, 460 Fourth Avenue, New York 16, N. Y. 
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the Jody WatLey storcy 


UNIST^R 

RADIO PROGRAMMING 


Hour: 1 Saturday, April 14, 1990 The Jody Watley Story 

PROGRAM SEGMENT #1 RUNNING TIME: 13:55 CUMULATIVE TIME: 17:00 

MUSIC/INTERVIEWS: Interview - Jody Watley 

The Second Time Around - Shalamar 
Looking For A New Love - Jody Watley 
Interview - Jody Watley 

Learn To Say No - Jody Watley (with George Michael) 


NETWORK POSITION: :30 Kmart Records KM-2421-30 

: 30 Pet Old El Paso PTEPR-187 
:30 US Army Reserve QYAY-88-33-30 
: 30 McKesson Value Rite VR-022-89-22R 
OUTCUE: "...minor arthritis pain." 

LOCAL POSITION/ID: 1:05 


PROGRAM SEGMENT 42 RUNNING TIME: 9:10 CUMULATIVE TIME: 29:15 


MUSIC/ INTERVIEWS : Interview - Jody Watley 

Still A Thrill - Jody Watley 
Don't You Want Me - Jody Watley 
Interview - Jody Watley 


NETWORK POSITION: : 30 Kmart Records KM-2422-30 

: 30 Pet Old El Paso PTEP-R-187 
OUTCUE: "...pass the Old El Paso." (sung) 

LOCAL POSITION/ID: 2:05 


PROGRAM SEGMENT 43 RUNNING TIME: 8:43 CUMULATIVE TIME: 41:03 

MUSIC/ INTERVIEWS : Interview - Jody Watley 

Some Kind Of Lover - Jody Watley 
Love Injection - Jody Watley 

NETWORK POSITION: : 30 US Army Reserve QYAY-9623 

:30 Mastercard Road Asst MCR-0083 
: 3 0 Pet Old El Paso PTEP-R-187 
:30 Kmart Records KM-2420-30 
OUTCUE: "...sale ends Saturday." 

LOCAL POSITION/ID: 1:05 


PROGRAM SEGMENT 44 RUNNING TIME: 10:15 CUMULATIVE TIME: 54:23 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Most Of All - Jody Watley 
For Love's Sake - Jody Watley 
Interview - Jody Watley 

NETWORK POSITION: :30 US Army Reserve QYAY-9623 

:30 Kmart Records KM-2419-30 
OUTCUE: "...sale ends Saturday." 

LOCAL POSITION/ID: 2:05 


PROGRAM SEGMENT 45 RUNNING TIME: 5:07 CUMULATIVE TIME: 59:30 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Real Love - Jody Watley 

Interview - Jody Watley 

OUTCUE: "...The Unistar Radio Network." 

STATION LEGAL ID: : 30 


the Jody Wat Ley storey 


UNIST^R 

RADIO PROGRAMMING 


Hour: 2 Saturday, April 14, 1990 The Jody Watley Story 


PROGRAM SEGMENT #1 RUNNING TIME: 8:40 CUMULATIVE TIME: 11:45 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Friends - Jody Watley featuring Eric B. & Rakim 
What ' cha Gonna Do For Me - Jody Watley 

NETWORK POSITION: :30 Kmart Records KM-2421-30 

: 30 Pet Old El Paso PTEP-R-187 
: 30 US Army Reserve QYAY 988-33-30 
: 30 McKesson Value Rite VR-022-89-22 
OUTCUE: "...minor arthritis pain." 

LOCAL POSITION/ ID: 1:05 


PROGRAM SEGMENT #2 RUNNING TIME: 9:15 CUMULATIVE TIME: 24:05 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Everything - Jody Watley 
Lifestyle - Jody Watley 
Interview - Jody Watley 

NETWORK POSITION: :30 US Army Reserve QYAY-9603 

:30 Kmart Records KM-2422-30 
OUTCUE: "...sale ends Saturday." 

LOCAL POSITION/ID: 2:05 


PROGRAM SEGMENT #3 RUNNING TIME: 5:55 CUMULATIVE TIME: 30:00 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Precious Love - Jody Watley 
Interview - Jody Watley 

OUTCUE: "...on The Unistar Radio Network." 


Promos 


The Jody Watley Story (Mixed Version) 
The Jody Watley Story (Voice Only) 
The Belinda Carlisle Story 
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All performance rights BMI 


Arranged by Charles Stepney 
Recorded at Ter Mar Studios, 
Chicago 

Recording engineer: Ron Malo 
Photographs by Warren Meyer 
Album designed by Jerry Griffith 
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"GAUDENZIA HOUSE” 


Gaudenzia House is a humanizing community. Our main goals concern helping people learn how to function and relate on a human level. We do not deal with the 
symptom of drug addiction, but with each person as an individual. Demands are placed on all to handle their responsibilities and involve themselves on an 
emotional level. The program takes approximately 18 to 24 months of total involvement and investment on all levels. 

We are also involved in public education. Since Gaudenzia treats the individual we must also treat the source of the problem. Society is in need of education re- 
garding drug abuse, therefore, our community involvement is also great and extremely important 

Our Gaudenzia House philosophy is not just a program, but a way of life for those who wish to be involved. 

Dr. Frederick B. Glaser was born and raised in Rochester, New York. After graduating from the University of 
Wisconsin, he attended Harvard Medical School, returning to Rochester to complete his internship and his 
residency in psychiatry. His experience with the problem of narcotic addiction began at the USPHS Hospital 
in Lexington, Kentucky. Since coming to Philadelphia he has continued to work in this area, and was one of 
the persons responsible for founding Gaudenzia, Inc. He is the Director of "Our Place", the day program of 
the Temple University Community Mental Health Center, which operates on similar principles to Gaudenzia 
but whose members are persons dealing with problems other than narcotic addiction. 

RONNE LITVACK— I was born in Brooklyn in the Flatbush area, where most of my life was spent. I attended Marine Park Jr. High School and after the summer of 1965, which I spent 
at camp, discovered marijuana. I knew from various newspapers and magazines a little about drugs; enough about it to arouse my curiosity when it was offered to me. Though I had 
heard the stories about the horrors of drug addiction I did not really want to accept the fact that it could happen to me. I went to Madison High School in Brooklyn for a year and then 
transferred to a private school in Manhattan, Rhodes Preparatory, where I thought I could change all that I was doing. But I continued to use drugs and upon graduation I began Hofstra 
University where I completed my first year of college. Dropping out of college in my second year, I began to work at different jobs, usually every two or three weeks I had a new job, 
until I came to Gaudenzia House in February of 1969. Now at nineteen years old I have stopped copping out. 

ROBERT BORRIELLO- I was born and raised in Flatbush, in a middle class neighborhood. At the age of twelve, I began experimenting with drugs. During the period from twelve to 
seventeen, it was a constant search for something that seemed to be missing. At seventeen, by court order, I entered Daytop Village and began to grow and learn. 

Since that time I have graduated from Daytop village and gone on to be a facility director for the Addiction Services Agency. I left that position to take another with Daytop Village, 

Inc. and in December of 1968 came with a team to Philadelphia to set up Gaudenzia House, Inc., of which I am now Deputy Executive Director. 

HORACE SMITH— Iwas born in Baltimore, Md. and spent my life there until I was 21 years of age. I came from a lower middle class family where I had six sisters. I grew up in a 
community where you hit first and asked questions later. | started using drugs at the age of seventeen; popping pills and drinking cough medicine. I never liked school, but would 
go so that I could get a chance to play sports. I dropped out of school after two years in the tenth grade, then went to work and had about six jobs in one year. At the age of 21 
I moved to Port Chester, New York with my mother. I worked for about nine months, the longest I ever worked on one job. I had a brand now car and I remember times when 
I would just ride around feeling pretty lonely. Because of my involvement with drugs, I had a choice to either get thrown out of the house, do something for myself, or die. So Here 
sixteen months later, I amstill at Gaudenzia House; growing up to one day become a well rounded "man”. 

ENCOUNTERS 

An encounter is a group setting of a number of people in which each individual is expected to relate to themselves involving their feelings about themselves and 
others. This may occur through verbalizing hostility for themselves or feelings of hostility for others. This does not only relate to hostile feelings but also to all 
human feelings such as happiness, loneliness, fear, etc. 

The encounter group offers a setting which encourages people to relate to their fellow humans on a deep, feeling, emotional level; an experience which very few 
people encounter in our society as it exists today. 

Since honesty is also demanded, an avenue is opened so that we may learn to trust, love and care for one another in a real, open manner, knowing all that is 
involved, even the risks. 
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STRFLWBEMU MRffl CL0CK 

WAKE UPJTS TOMORROW 


We, the Strawberry Alarm Clock, dedicate our second 
album to all our wonderful fans who helped make our 
first recorqj, INCENSE & PEPPERMINTS, a million-seller. 
Another golden thanks to our good friend, Johnny 
Fairchild, Music Director of Radio Station KIST in Santa 
Barbara/Calif., for making all this possible. 

. SIDE ONE 

K NIGHTMARE OF PERCUSSION (*Randy & Group) (2:57) 

2, SOFT SKIES, NO LIES (*Ed, Lee & Group) (3:07) 

3. TOMORROW (/Randy & Group)... (2:14) 

4. THEY SAW THE FATi ONE COMING'(*Ed, Lee 3j‘ Group) .(3:25) 

"^TCURSE OF THE WITCHES'(*Randy & Group) .(6:46) 


SIDE T.WO 

1. SIT WITH THE GURU (*Randy & Group).... 

2. GO .BACK (You're Going The Wrong Way) ( 

3. PRETTY SONG FROM PSYCH-OUT (*Ed, Lee 
From American International's motion pictui 

Dick Clark Production. 


"Psych-Out'' 

4. SITTING ON A STAR (*Randy & Group) .. 

5. BLACK BUTTER, PAST (*Lee & Group).,... 

6. BLACK BUTTER, PRESENT (*Lee) 

7. BLACK BUTTER, FUTURE (*Lee & Group), 
All selections ASCAP 


Produced by Frank Slay and Bill Holmes/Music 
Arranged by STRAWBERRY ALARM CLOCK/Vocal 
Arrangements by Howard Davis/Engineeked by Paul 
Buff and Jack Hunt/Liner Assemblage by Don Weller/ 
Liner Photography by Gene Brownell 


Musicians 

Mark Weitz — Keyboards, vocals/ Randy Seol — Drums, 
keyboard, percussion, vocals/Edward King — Guitars, 
vocals/Lee Freeman — Guitars, sitar, vocals/George 
Bunnell — Bass guitar, vocals 
INSTRUMENTATION AND VOCALS PERFORMED 
SOLELY BY STRAWBERRY ALARM CLOCK. 


UNIVERSAL CITY RECORDS • A DIVISION OF MCA INC. 8255 sunset boulevard Hollywood, California 90046 printed in u.s.a. 



NOCTURNE 

PASTORAL 
BUGLE CALL RAG 




LL 1387 


ONDON 


HOW COME YOU DO LIKE YOU DO 


ARABESQUE 

FANFARE 


FIREBIRD 


SWEET SORROW BLUES 


MUSIC AT MIDNIGHT 

AIR IN D FLAT SWEET SUE JUST YOU 

DONEGAL CRADLE SONG 


Coleman Hawkins 
Benny Carter 

Dickey Wells 


Henry "Red" Allen 
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SPIKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 




LL 1387 

SPIKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 


■ 


Side No. 1 

Nocturne 

Shad Collins, Leonard Dovis, Bill Dillard (trumpets), Dicky Wells, Wilbur 
De Paris, George Washington (trombones), Benny Carter, Wayman 
Carver, Howard Johnson (alto-saxophones), Coleman Hawkins (tenor- 
saxophone), Rodriguez (piano), Lawrence Lucie (guitar), Ernest Hill (bass), 
Kaiser Marshall (drums), Spike Hughes (director, arranger). Rec. New 
York City. April 18, 1933. 

Pastoral 
Bugle call rag 

Sidney Catlett (drums) replaces Marshall. Same day. 

Arabesque 

Fanfare 

Sweet sorrow blues 

Henry "Red" Allen (trumpet) replaces Collins; Luis Russell (piano) replaces 
Rodriguez; Leon "Choo" Berry (tenor-saxophone) added; Benny Carter 
doubles on clarinet; Wayman Carver doubles on flute. Rec. New York 
City, May 18, 1933. 

Side No. 2 

Music at midnight 

Henry "Red" Allen, Leonard Davis, Bill Dillard (trumpets), Dicky Wells, 
Wilbur De Paris, George Washington (trombones), Benny Carter (alto- 
saxophone, clarinet). Wayman Carver (alto-saxophone, flute), Howard 
Johnson (alto-saxophone), Coleman Hawkins, Leon "Choo" Berry (tenor- 
saxophones), Luis Russell (piano), Lawrence Lucie (guitar), Ernest Hill 
(bass), Sidney Catlett (drums), Spike Hughes (director, arranger). Rec. 
New York City, May 18. 1933. 

Sweet Sue just you 

Henry "Red" Allen (trumpet, vocal), Dicky Wells (trombone), Benny 
Carter (alto-soxophone), Wayman Carver (flute), Coleman Hawkins, 
Leon "Choo" Berry (tenor-saxophone), Rodriguez (piano), Lawrence 
Lucie (guitar). Spike Hughes (bass). Sidney Catlett (drums). Same day. 

Air in D flat 
Donegal cradle song 
Firebird 

Band as for "Music at midnight" except that Rodriguez (piano) replaces 
Russell and Benny Carter doubles soprano-saxophone. Rec. New York 
City, May 19, 1933. 

How come you do me like you do 

Group as for “Sweet Sue just you". Same day. 


In the 1930' s jazz underwent revolutionary changes. The three- 
part contrapuntal designs of the freely-improvised New Orleans 
style gave way to the organization of the larger groups; orchestra- 
tion commenced to play a more exalted part in jazz, surrounding 
the solo with written parts for sections of instruments; the paving 
stones were laid for the approach of the swing era. In the early 
years of this decade imaginative arrangers and composers like 
Fletcher Henderson, Benny Carter, Don Redman and Duke Elling- 
ton were busy stabilizing the elements of the New Orleans style 
into a workable form for larger groups, trimming the frontline 
improvisation down to unison section parts, voicing instruments 
together in the search for tone colour and so on. 

Spike Hughes was the most important British figure connected 
with orchestral jazz at this period. Doubtless there were other 
musicians who sensed the way jazz was changing its Bhapc, yet 
Hughes alone picked up the threads of the evolution and made a 
practical contribution to the orchestra's position. A far-sighted 
writer and critic, a gifted orchestrator and an original composing 
mind, Hughes was the first British musician to conceive jazz thema- 
tic material of real depth. It is a significant fact that while most 
bandleaders in Britain at this time were seeking to dilute the 
essential open emotion and vitality of jazz into a watery com- 
mercial form. Spike Hughes was creatine themes which possessed 
the musical qualities peculiar to jazz. His pieces of composition 


not only provided a sound launching base for the improvisation 
of the soloist, but also contained a remarkable beauty of lorm. They 
had shape and design, the melodic lines flowing with delicacy and 
charm, the harmonics cleurly pronounced, the rhythmic patterns 
firm yet gifted with relaxation, while the orchestration yielded 
tone painting of extraordinary skill. 

Many critics have agreed that the peak of Hughes’ achievement 
as a jazz composer occurred in 1933 when he visited the United 
States and composed for a group of leading coloured musicians. 
Directing this band (which included several great solo performers) 
Hughes recorded a set of arrangements of superior quality — the 
only orchestrations by a British musician, in fact, ever to be favour- 
ably compared with the musical writing of Duke Ellington. 

Spike Hughes sailed for America in late January, 1933. On 
arrival in New York critic John Hammond took him on a lour 
of the clubs and ballrooms devoted to jazz. He heard tenorman 
C.lioo Berry and trumpeter Henry “Red” Allen playing at Small's 
Paradise, a New York restaurant, and many other soloists playing 
in different parts of the city. Hammond also took him to a re- 
hearsal arranged by Benny Carter, at this time struggling to keep 
a fourteen-piece band together, and the British composer was both 
amazed and inspired by the music he heard from this group. Here 
was the jazz spirit he'd been attempting to inject into European 
hands for several years. Immediately he determined to carry out 
the next stage of his London recording contract in New York, 
using his own compositions as a vehicle for a large band of coloured 
jazzmen. The Brunswick studios at No. 1776 Broadway were 
hired for the three recording sessions. Benny Carter’s band was 
to he used as the nucleus of the group, to which would be added 
as featured soloists Henry “Red” Allen, Coleman Hawkins and 
Choo Berry. (The latter had been rehearsing with Carter though 
he was not a regular member of the band.) 

Choosing the Carter hand was a good decision, for the mu- 
sicians were well versed in rendering advanced scores, their leader 
being one of the most progressive arrangers of the day. Where in 
his orchestrations Spike Hughes had deployed section against sec- 
tion he found that the band responded easily, achieving a remark- 
able clarity and definition. On these recordings it is noticeable 
that the brass sounds have firmness as well as power, while the 
reeds produce unusual textures, full of swirling and eddying phrases 
which are as much a tribute to Benny Carter’s extraordinary abil- 
ity to rehearse a band as they are to Hughes’ orchestration. No 
one else but Carter, doubtless as a result of his personal talent for 
playing every reed instrument, would have been capable of lead- 
ing a saxophone section on to produce such a unique variety of 
tonal blends. Throughout all three sessions the composer and re- 
hearsal leader complemented each other perfectly, so that their 
names become inseparable. 

Of the passages given over to the soloists Carter actually par- 
took quite sparingly, although on the occasions when his alto is 
heard improvising the imagination ranks with that of his best re- 
corded work. Trumpeter Henry Allen is heard rather more often, 
with his solo style already full of the mannerisms (the adventurous 
phrases, unusual intervals and so on) which were to make him 
such an influential figure to jazz brassmen in the 1930's. His attack 
is always hold, his lone incisive. Dicky Wells, who is given all the 
trombone solo parts in this set, attains moments of inspiration which 
he has since seldom equalled and certainly never surpassed. 
Whether playing bombastic, swinging solos or instead adopting 
the grieving melancholy style heard on Sweet sorrow blues, the 
individual character of Dicky’s work is always most pronounced. 
The two tenors — Coleman Hawkins and Choo Berry — who complete 
the list of heavily featured soloists may at first cause difficulty over 
identification, particularly as they often split choruses of improvi- 
sation. It is well to remember that Hawkins plays with the softer 
tone and creamier, more elastic and imaginative ideas, his phrases 
weaving about the rhythm pattern, while Choo, though largely a 
Hawkins disciple, plays with more turbulence, his attacking phrases 
firmly poised on the heat. 

On April 1ft, 1933 Hughes directed the recording of Nocturne, 
Pastoral and liuglc call rap. The former two titles, his own compo- 
sitions, are similar in that their themes hear a quiet, almost plain- 
tive air, rather reminiscent of Irish folk songs. In each case the 

exclusive process and bears the trademark 
London and ffrryp) 


main melodic line is carried by a solo brass instrument over a 
subdued ensemble voicing. Nocturne contains sensitive solos by 
Coleman Hawkins, while Pastoral contains solos by Bill Dillani, 
Carter Ion alto). Wells and Hawkins. Ijugle call rap, taken at a 
faster tempo, is an illustration of how Hughes would frequently 
take a well-tried jam session melody, and score it with imagination 
for a larger group. The solo sequence features Hawkins, Dillard, 
Carter and Wells. 

At the second session, held a month later, three Spike Hughes 
originals were recorded, Arabesque. Fanfare and Music at midnight, 
plus his arrangement of the Sweet sorrow blues theme. Arabesque, 
truly the day s highlight, recalls immediately with its mood, at- 
mosphere and exquisite tonal voicing the influence of Duke Elling- 
ton. As Coleman Hawkins’ breathy tenor unfolds the lovely theme 
over an ensemble background of shifting emphasis, with the sec- 
tions chameleon-like in their variety of tone colour, it is noticeable 
that Hughes has captured some of Ellington’s mastery of the ro- 
mantic approach to melody. Fanfare, a more lively theme, con- 
tains a chorus split by the tenormen. first Choo playing, then 
Hawkins, followed by solos from W'ells, Allen and Bennv Carter 
playing clarinet. Music at midnight features Wells i playing muted l , 
Choo Berry, Hawkins, Carter and Allen. Sweet sorrow blues, with 
its supremely sad theme, contains Dicky Wells’ most feeling play- 
ing of the session, and further improvisation from Allen and 
Hawkins. 

The third session on May 19. though artistically a success, in 
reality was a headache for all concerned. Donegal cradle song took 
2 1/2 hours to record. At the rehearsal several days before trom- 
bonist George W ashington had arrived carry ing a baby as well as his 
instrument, under instructions to nurse it while his wife went to 
the cinema. Humour at the situation frequently disturbed the re- 
hearsing. On the day of the recording, though the babv was miss- 
ing, the brass persisted in playing cracked notes in the intro, to 
Donegal cradle song. Hughes tried everything to co-ordinate the 
men: gin, coffee and frequent rests all produced no result. After 
the fifth attempt at recording the musician's hats were removed 
I drummer Sid Catlett was playing in an overcoat, despite the glow- 
ing May afternoon I . Finally Hughes suggested giving the intro, 
to W'ayman Carver’s flute. This worked the trick. The trumpets 
sat up and played the passage to perfection! 

Despite all the trouble, however, Coleman Hawkins attained 
his highest inspiration with two solo passages of improvisation on 
this pseudo-Irish theme. So inventive was his playing, in fact, 
that when the piece was later published. Hughes insisted that 
Hawkins’ solos were transcribed and included in the orchestration. 
As the composer wrote in his book “Second Movement ": "Once 
having heard Hawkins' decoration of the melody, no other was 
possible or desirable". 

Firebird caused further conplicatious. Spike Hughes had 
scored a part in this exciting piece for Benny Carter to play on 
soprano-saxophone. On that day he discovered that Carter had 
pawned his soprano some time before, had lost the ticket, and 
had forgotten which pawnshop. W hile the other numbers were 
being recorded the bandboy chased practically all over Harlem 
before running the instrument to earth. The broker allowed it out 
on condition that it was returned immediately after the session. 
Carter didn’t mind. He didn't think he'd ever need it again after 
the session. 

Fin bird contains solos by Choo, Hawkins, Allen and W ells. 
Air in D Flat has solos by Allen, W'ells and Hawkins. 

To complete this album of Spike Hughes' New York record- 
ings there are two jam session features. Sweet Sue just you and Hote 
come you do me like you do. These were recorded after the main 
sessions, when most of the musicians had departed. There were 
no orchestrations. Just a string of fine improvised solos. It must 
have looked a strange little group; Sid Catlett still wearing his 
overcoat, W'ayman Carver fingering his gold-plated flute. Spike 
Hughes playing bass with his fingers in alabaster plaster. The 
music they produced was of superlative quality. Sweet Sue con- 
tains solos by Allen, Hawkins, Carver, W'ells, Carter and again 
Allen. How come features Allen, Hawkins, Allen singing, W ells, 
Rodriguez, Choo and Carver. A fitting addition, in fact, to Spike 
Hughes’ set of orchestrations. RAYMOND HORRICKS 


This London ffrr long-playing record was recorded under an 
of the finest quality phonograph record available anywhero in the world. 
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SPIKE HUGHES AND HIS ALL AMERICAN ORCHESTRA 

featuring 

Coleman Hawkins • Benny Carter • Dicky Wells • Henry "Red" Allen 



JAZZ CONCERT 

Starring Coleman Hawkins, Georgie Auld, Ben Webster, Dizzy Gillespie, 
Charlie Shavers, Sonny Berman 

Side 1 Coleman Hawkins Plays Disorder at the Border, Body and Soul, 

Woody ’n You, Feeling Zero, Yesterdays, Du Dee Daht 
Side 2 Georgie Auld Plays Taps Miller, I Can’t Get Started, Concerto for Tenor, 

Auld -Hawkins -Webster Play Pick-Up Boys, Porgy, Salt Peanuts 




CONCERT IN JAZZ 

By David Stone Martin 

courtesy THE GRAND AWARD COLLECTION 

Authentic Reproduction • Remove For Framing • Album Will Still Retain Record 


LONG PLAYING RECORD 



1/4 1 G.A. 33-316 

vjt TUfid A ward 


WORLD'S GREATEST MUSIC 


Acclaimed by Music Critics 


WORLD'S GREATEST ART 


JAZZ CONCERT 

STARRING 

Coleman Hawkins, Georgie Auld, 
Ben Webster, Dizzy Gillespie, 
Charlie Shavers, Sonny Berman 

Side 1 

Benny Goodman once remarked in a conversation about 
Coleman Hawkins: “Oil the Hawk! You know what? He 
made an entirely new instrument out of the tenor sax!” 
Benny, of course, was talking figuratively, not literally. 
And yet Coleman Hawkins has literally started a whole 
new school of jazz saxophone playing, because before he 
ever developed that tremendous, vibrant, pulsating tone 
of his, the tenor sax had been strictly a smooth, sometimes 
simpering, and certainly sexless sort of an instrument. 
Once, though, the other tenor saxists heard Hawkins blow, 
they began imitating him, and today tenor stars like 
Georgie Auld and Ben Webster and Flip Phillips and 
Charlie Barnet willingly admit that The Hawk was their 
major musical influence, that it is his powerfully emotional 
stvle of playing that set the style for all to follow. 

^The Hawkins sound prevails throughout this album. 
On this first side he leads his own group through six fine 
samples of his great saxophoning. Opening this side he 
plays the most famous of all his sax solos, his magnificently 
warm, moodful rendition of Body and Soul. As the record 
spins and Hawkins plays Feeling Zero, Yesterdays and a 
swinging rendition oh Disorder at the Border, the magic of 
his playing becomes ever more powerful and Hawkins is 
definitely home. 

» In his supporting band are two more saxists who belong 
to the Hawkins School: Don Byas, one of the bright stars 
on the American jazz scene until he migrated to France a 
few years ago. and Budd Johnson, a fine soloist and also 
a topnotch arranger. The featured trumpeter is, of course, 
familiar to all jazz afficianados, the one and only John 
Birks “Dizzy” Gillespie, a leader, in his own right, of an- 
other school of jazz: the modern school. There are two other 
modernists in the group: drummer Max Roach, winner of 
so many current all-star polls, and Oscar Pettiford, one of 
the all-time greats of the bass fiddle. Completing the 
rhythm section is the swinging, sympathetic piano-playing 
of the late Clyde Hart. 


Approved by Music Educators 
Treasured by Music Lovers 


Side 2 AULD-HAWKINS-WEBSTER SAXTET 

Georgie Auld, talented tenor saxist, formerly with Benny 
Goodman, Artie Shaw and Bunny Berigan, and Ben 
Webster, former Ellington star,. a man with a tremendous 
tone and drive, join Hawkins on the first three tracks of 
side two. How three men of the same school compare, can 
be heard most readily on Pick Up Boys, where their solos 
are announced in order: Webster, Auld and Hawkins. On 
the other selections, they share the solo spotlight with 
brilliant trumpeter Charlie Shavers, backed by a rhythm 
section of pianist Billy Rowland, guitarist Hy White, 
bassist Israel Crosby and drummer Specs Powell. 

GEORGIE AULD and his orchestra 

The Georgie Auld big band stars on the last three tracks. 
It shows off its leader’s tenor prowess excellently. He blows 
soulfully through / Can’t Get Started; he kicks crazily on 
Taps Miller (named by Count Basie for a dancing friend 
of his) and he shows both facets of his style on Concerto 
For Tenor. Taps Miller also features some fine trumpeting 
by the late and too-seldom recorded Sonny Berman, while 
current tenor star A1 Cohn is another sideman. 



CONCERT IN JAZZ 


ORIGINAL PAINTING BY 

DAVID STONE MARTIN 

(CONTEMPORARY AMERICAN) 

Grand Award is honored to bring you an original painting 
by the celebrated American artist, DAVID STONE MAR- 
TIN. Mr. Martin, one of the world's most esteemed modern 
artists, has had exhibitions at the following Museums: 
Metropolitan Museum of Art 
Art Institute of Chicago 
Brooklyn Museum of Art 
Museum of Modern Art 

Born in Chicago, Illinois, in 1913, Mr. Martin attended the 
Art Institute of Chicago following his academic education. 
His career has been most colorful. As Supervisor of the 
Mural Project for the Elgin State Hospital at Elgin, Illi- 
nois, his work attracted attention. He was chosen to be the 
Art Director for the Tennessee Valley Authority for six 
years at Knoxville, Tenn. After serving as a war corre- 
spondent during the War, he returned to his art and won 
four competitions for Murals for Public Buildings in Sweet- 
water, Tenn., Martinsville, Va„ Lenoir City, Tenn. and 
Mobile, Ala. For two years, Mr. Martin taught at the 
Brooklyn Art Museum. 

It was in 1946 that the New York Art Directors pre- 
sented their medal and award to David Stone Martin. 
Since this time, David Stone Martin has been recognized 
by the profession as one of the outstanding American 
Artists . . the artist many of the rising painters wish to 
emulate. Mr. Martin has given freely of his time in an 
effort to further the careers of many of these young artists. 


Grand Award R«c ords 

Grand. Award Records have been created to bring to the discerning, discriminating and appreciative person 
.. .The World's Greatest Music . . . plus The World's Greatest Art 


For the first time, in an artistically designed album 
. . . you can enjoy and possess a collection of super- 
latively fine music, performed by distinguished 
artists and recorded and produced under supervi- 
sion of our research department . . . plus authentic 
reproductions of the world’s most famous art mas- 
terpieces, originals of many of these paintings are 
on exhibit in leading Art Museums throughout the 
world. 

Each album of Grand Award Records is an im- 
portant addition to both your music collection . . . 
and your art collection, providing you and your 
family the undeniable advantage of possessing an 
eminent selection of fine music and great art. 


All art work and engraving in connection with 
these authentic reproductions are produced by the 
authoritative craftsmen associated with famous 
world museums. 

The facts are: Under the supervision of Grand 
Award Research, a standard has been set in tech- 
nical mastery and true “In Person” reproduction 
which is surpassed by no other recording. 

All recordings are carefully prepared, produced 
and edited in the most advanced studios where ex- 
cellent quality is produced by experienced engineers 
using the most modern equipment. 

Performances arc by renowned and exciting art- 
ists from varied fields of the musical world . . . and 


the calibre of music brought to you is a provocative 
contribution to your music library. 

All reproductions are produced in full color. 

Credits: 

Recording by Fine Sound Studio, Inc. 

Engraving by Powers Photo Engraving Co. 
and Kaltman Press 

Printing by Olsen Press and Kaltman Press 
Grand Award Records originated and produced 
by Enoch Light 

Inspected and passed by: 

Grand Award Record Corporation 


Copyright - Owner: Grand 


PRODUCED BY GRAND AWARD RECORD CORP. 
Kingsland Avenuo, Harrison, N. J. 
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FUSI0N1/WES MONTGOMERY (RIVERSIDE) 

—with Strings; arranged and conducted by JIMMY JONES 


Some time after this album had been recorded, 
and had begun to stir up feelings of awe and ad- 
miration among those who heard advance copies, 
an inside rumor began to circulate that there was 
a conspiracy at work to keep this record from being 
released to the public. The supposed conspirators 
were a strange group indeed: Wes Montgomery, 
who plays this material so brilliantly and beauti- 
fully; Jimmy Jones, who wrote the breathtakingly 
rich and tender arrangements that frame Mont- 
gomery’s guitar; Ray Fowler, the recording engi- 
neer who captured this remarkable sound blend; 
and myself, the producer of the album. 

The story, of course, was slanderous and false. 
But not entirely false, I must confess. For each of 
us happens to consider his particular efforts here 
to be; something close to his finest achievement to 
date in his field. I admit to you now what we have 
admitted to each other — that each of us was very 
much like a fond parent who, even though he knows 
his child is strong and bright and certain to be- 
come president or a millionaire or a movie star, is 
still a little reluctant to let him leave home and go 
out into the world on his own. 

But now that the deed is done, I am sure every- 
thing is going to be quite all right, that you will 
also love this music and will feel that our unabashed 
pride in our child is justified. 

Some of the words the dictionary uses to define 
fusion are “blending”, “melting together”, “coali- 
tion”. Which serves very nicely to emphasize that 
this album is above all a meshing of the superb tal- 
ent of a literally incredible guitarist with that of 
an arranger who is not only an unexcelled crafts- 
man but is also a man who deeply understands the 
nature of Wes’ artistry and how best to frame it. 
To me, the combination is like a jeweler’s display 
case in which a rare gem gleams warmly against 
a background of rich dark velvet. 

Not surprisingly, this did not come about casually 
or accidentally. We have long wanted to find a 
properly full-sounding framework for Montgomery, 
particularly one to showcase his most nearly neg- 
lected side. For, with all the emphasis in recent 
years on Wes’ fiery improvisational skills and un- 
precedented use of octaves and chords, less than 
enough attention has been paid to his truly beauti- 
ful melodic and lyrical qualities. When discussions 
with Wes led to the idea of a with-strings album, 
the only question was one that came up later — had 
it been Wes or I who was the first to say "Jimmy 
Jones”? Call it a dead heat. In any event, Jimmy 
responded with a pleasing enthusiasm for the proj- 
ect and with the uncommon thoroughness and pro- 
fessionalism that have made his writing for Sarah 
Vaughan, Joe Williams and Harry Belafonte and 
so many others so strikingly effective. 


SIDE 1 

1. All the Way (2 :36) (Cahn-Van Heusen) (ASCAP) 

2. Pretty Blue (3 :38) (Wes Montgomery) (BMI) 

3. In the Wee Small Hours 

of the Morning (2:49) (James-Elliott) (ASCAP) 

4. Prelude to a Kiss (3 :05) (Duke Ellington) (ASCAP) 

5. The Girl Next Door (3 :06) 

(Blane-Martin) (ASCAP) 

SIDE 2 

1. My Romance (2:28) (Rodgers and Hart) (ASCAP) 

2. God Bless the Child (3:16) (Herzog-Holiday) (BMI) 

3. Tune-Up (3:12) (Miles Davis) (BMI) 

4. Somewhere (3 :26) (Leonard Bernstein) (ASCAP) 

5. Baubles, Bangles and Beads (2 :19) 

(Wright-Forrest) (ASCAP) 


First the tunes were agreed upon (Most of the 
choices were Wes’, including the uniquely leisurely 
approach that uncovers the lovely melodic core of 
Miles Davis’ usually jump-tempoed Tune-Up.) 

Then Jimmy and Wes settled down to funda- 
mentals: not only the desired tempo and key of 
each number, but the desired mood and effect, with 
the guitarist home-taping the melody lines so that 
the arranger could live with his approach to them 
for a while before beginning to write. There was 
some study of other with-strings albums, mainly 
to point up what was not wanted. No cloying thick- 
syrup sounds. No jarring disruptions, as when 
after an ensemble opening the strings are suddenly 
turned off and a jazzy rhythm section takes over 
(“When I want small-band blowing, I can do a 
quartet date,” Wes said. “The whole album has to 
feel like one unit.”). There was also some talk 
about what was wanted. "Make me sound like 
Frank Sinatra with Nelson Riddle,” was how Mont- 
gomery put it. That’s a not unworthy goal and, 
allowing for some obvious differences, it’s not a 
bad description of how things worked out. 

In the recording studio, the fusion continued, 
with a large group of more-than-capable musicians 
clearly enjoying playing with Wes and under Jimmy 
Jones’ tactful but firm musical direction. Mont- 
gomery (who is often nervously self-critical) found 
himself happy with his own solos from the start. 
The scores Jones had prepared came alive as a lush 
sound cushion on which Wes’ very personal style, 
blues-full and romantic, rode gracefully. And it 
all meshed. There were, rather incredibly, very 
few rough spots to iron out, and no real problems. 

The results are here. I think they’ll make you 
feel warm and happy, and maybe even like crying 



a little (at least on the inside) . I think (no, I know) 
you’ll find them a remarkably moving and enjoy- 
able listening experience. 

— ORRI.N KEEPNEWS 

Wes Montgomery is accompanied by a string orchestra 
(violins, violas, cellos) with Gene Orloff as concertmaster : 
plus Phil Bodner, woodwinds; and a rhythm section of Hank 
Jones or Pick Hyman (piano and celeste), Kenny Burrell 
(guitar), Milt Hinton (bass) and Osie Johnson (drums). 

Other Montgomery albums include — 

Boss Guitar (459; Stereo 9459) 

Full House (434; Stereo 9434) 

So Much Guitar! (382; Stereo 9382) 

Movin’ Along (342 ; Stereo 9342) 

The Incredible Jazz Guitar of Wes Montgomery 
(320; Stereo 1169) 

Wes Montgomery Trio (310; Stereo 1156) 

PRODUCED BY ORRIN KEEPNEWS. RECORDING 
ENGINEER: RAY FOWLER. (RECORDED AT PLAZA 
SOUND STUDIOS; NEW YORK CITY.) MASTERING 
BY RAY HAGGERTY (MADISON SOUND STUDIOS). 
ALBUM DESIGN: KEN DEARDOFF. BACK-LINER 
PHOTOS BY ED MICHEL. 

Distributed In Europe by Interdisc. Printed In U.S.A. 






CRYSTAL RECORDS RECITAL SERIES 
STEREO S391 

ON TUBA: 

BARTON 

CUMMINGS 

Side A (19:55) 

WALTER B. ROSS: 

Piltdown Fragments for Tuba and Tape (9:40) 
MARILYN J. ZIFFR1N: 

Four Pieces for Tuba (10:06) 

Andante (2:19) 

Allegro (2:19) 

Largo (3:58) 

Vivace (1:18) 

Side B (22:28) 

FREDRICK ZINOS: 

Elegy for Tuba and Piano (7:50) 
with Mary Jane Moore, Piano 
JAE EUN HA: 

Three Pieces for Tuba (14:17) 

Abstract Vision (5:03) 

Morning Calm (4:04) 

Etude (5:00) 


barton cummings is a native of New Hamp- 
shire and received his early education at the 
University of New Hampshire where he studied 
tuba with Mary Rasmussen, Keith Polk, and 
Paul Gay. During this time, he became very 
interested in the use of the tuba as a solo in- 
strument. Through the influence of such peo- 
ple as composers Barney Childs, John Rogers, 
and Elliott Schwartz, and instrumentalists 
Bertram Turetzky and Stuart Dempster, he 
began exploring new techniques and new sound 
environments. His musical studies continued at 
Ball State University in Indiana where he ob- 
tained a masters degree and studied tuba with 
Lesley Varner. Later, at Indiana University, 
Mr. Cummings was the recipient of the William 
J. Bell Memorial Scholarship in Tuba, and 
worked with the tubist Harvey Phillips both as 
a student and graduate assistant. 

Mr. Cummings has appeared as soloist and 
recitalist at universities and colleges throughout 
the country, with sponsorship in part by such 
organizations as the New York State Arts 
Council. American Music Center, Mississippi 
Stale Arts Commission, and leading music man- 
ufacturers. He has commissioned and given the 
first performances of many works for solo 
tuba, tuba in small ensemble, and tuba with 
electronic tape. Because of his interest in tuba 
and tape, he served as Panel Chairman for the 
First International Tuba Symposium-Workshop 
discussion of the subject. Recently, he appeared 
on the Maine Public Broadcasting System Pro- 
gram, Studio Concert, and took part in the 
Meet the Composer series administered by the 
American Music Center. He has presented a 
recital at Carnegie Recital Hall, New York, 
and has been featured on the Tuba Artistry 
Program of the New York Brass Conference 
for Scholarships. 

Currently a faculty member at San Diego 
State University and Point Loma College in 
San Diego, Mr. Cummings is the tubist with 
the San Diego Brass Quintet. Previously, he 
taught at the University of New Hampshire 
and Indiana State University. His biographical 
data is contained in the International Who's 
Who in Music, the Dictionary of International 


Biography, and he was recently selected for 
inclusion in the latest edition of Who's Who 
in the West. 

Mary jane moore studied piano with Moissayc 
Boguslaivski and Leonard Shure in Chicago. 
She is a graduate of the Chicago Conservatory 
of Music and has extensive experience as a 
soloist and accompanist throughout the coun- 
try. Currently she maintains an active schedule 
of playing and teaching and is staff accompa- 
nist at Southwestern College in Chula Vista, 
California. 

WALTER u. ROSS was born in 1936 in Lincoln. 
Nebraska. He attended the University of Ne- 
braska and continued his studies at Cornell 
University, where he received the degree of 
Doctor of Musical Arts. His principal teachers 
include Robert Beadell. Robert Palmer, Karel 
Husa, and Alberto Ginastera. Since 1967, he 
has taught at the University of Virginia where 
he has organized chamber concerts and a series 
of contemporary music concerts. He has writ- 
ten numerous works for tuba, including fancy 
dances for three bass tubas, which is per- 
formed by the New York Tuba Quartet on 
Crystal Records S221. 

The Composer writes the following about 
his Piltdown Fragments: "The work is a fantasy 
in five sections based on short motives which 
reappear in ever-changing relationships. Each 
of the first four sections of the tape presents a 
different idea and these are reiterated and com- 
bined in the last section. The tuba part, based 
on the intervals of an augmented fourth, minor 
second, and a minor third, is designed, especial- 
ly in the second more subdued section, to make 
use of some of the innovative techniques of 
modern tuba performance. As with the tape, 
the solo line in the last section is a summation 
of earlier ideas." 

Marilyn ziffrin, bom in 1926 in Moline, Il- 
linois, earned her degrees from the University 
of Wisconsin, Madison, and Columbia Uni- 
versity, New York City. Her principal teachers 
in composition were Karl Ahrendt and Alex- 
ander Tcherepnin. She was the winner of the 
Delius Composition Award in 1972, and is 
currently Associate Professor of Music at New 
England College, Henniker, New Hampshire. 

Her comments on four pieces for tuba are 
as follows: "These pieces were commissioned 
by Barton Cummings. When Mr. Cummings 
wrote to me explaining the myriad possibilities 
of his instrument, it seemed only natural to me 
to write a set of pieces that would show off 
the capabilities of the instrument while keeping 
in mind that the pieces would also have musical 
value of their own. 

"The four pieces follow the age-old pattern 
of slow-fast-slow-fast, and generally each de- 
velops out of its opening motive. There is no 
extra musical meaning in any of them. The 
first movement is like an opening proclamation; 
the fast second movement is a show piece for 
the performer; the third, a largo, is more intro- 
spective and personal; while the final fast and 
rhythmical piece is more lighthearted and 
dance-like and contains some shifting meter 
patterns." 

FREDRICK ZINOS was born in 1942 in Wisconsin. 
His degrees arc from the University of Wis- 
consin, Eau Claire, and the Chicago Conserva- 
tory-College of Music. His principal teachers 
have been Francois D'Albert, Bernard Dieter, 
and Milton Weber. Currently he is a resident 
of San Diego. California. 

He writes the following about his i-leoy for 
tuba and piano: "In March of 1976. Barton 
Cummings invited me to compose a piece for 
tuba. The result of that invitation is the Elegy. 
The spirit of Elegy is nut one of quiet resigna- 


tion; rather. / tried to imbue this composition 
with the noble melancholy which the tuba is 
so well able to portray. It is not Lycidas that 
we hear, but rather, Do Not Go Gentle Into 
That Good Night. My aim was to make the 
tuba and the piano equal, alternately taking the 
lead and supporting each other." 

jae eun ha was born in 1937 in Seoul, Korea, 
where he had his early education at the Hankuk 
Theological Seminary. He received the B.M. 
and M.M. degrees from the University of Ten- 
nessee and the Doctor of Musical Arts degree 
from the Cleveland Institute of Music. He is 
currenlly Associate Professor of Music ;il Mis- 
sissippi Valley State University in Itta Bena. 

The following are his comments about his 
three pieces for tuba: "This work was com- 
missioned by Barton Cummings. It is in three 
movements and follows this outline. Abstract 
Vision is based on a whole-tone scale. The 
whole-tone scale is an abstract scale in such a 
way that any tone may serve as the tonal center 
with the contention that a tonal center implies 
the initial tone of the scale being used. The 
movement is notated in spatial notation so that 


divergent rhythms may result, and no two per- 
formances will ever be the same. It provides 
that an individual may interpret an abstract 
painting differently from others just as this 
movement will be interpreted differently. The 
second movement, Morning Calm, has been 
made to evoke a quiet feeling spiced with a 
minimum of Oriental flavor. Elude, the third 
movement, is a con bravura movement. The 
composer intentionally ignored the traditional 
limitations of the instrument and challenged 
the tuba with extreme ranges, dynamics, and 
technique. As the title tells, this movement may 
be a good drill piece for virtuoso study and 
performance." 


Library of Congress numbers: 

Ross. Piltdown Fragments: 77-751464 
Ziffrin. Four Pieces: 77-751465 
Zinos, Elegy: 77-751466 
Ha. Three Pieces: 77-751467 
Recording Engineer: David Dunn 
Album Design: Ed Mitchell 
® 1978, Crystal Record Co. 
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BRASS: 

LOS ANGELES BRASS QUINTET — S102 

Pezel, Hindemith, Wilder, Bartok, Paganini 

ROGER BOBO & TUBA — S12S 

music by Hindemith, Kralt, Wilder, Galliard, Barat. 

with Ralph Grierson, piano 

BERLIN BRASS QUINTET — S201 

Malcolm Arnold, Maurer, Rathaus, Gabrieli, 6tc. 

ANNAPOLIS BRASS QUINTET — S202 

Dahl, Bach, Coleman, Holborne, Scheln, etc. 

CAMBRIDGE BRASS QUINTET — S204 

Speer, Huggler. Rieti, Bozza. Bernstein 

ANNAPOLIS BRASS QUINTET — S206 

McBeth, Feld, Hartley, Renwick, Bach. etc. 

METROPOLITAN BRASS QUINTET — S20B 

Gabrieli, Glazunov, Maurer, Harris. Horovitz 

NEW YORK TUBA QUARTET — S221 

Schuller, Heussenstamm, Purcell, Ross, Stevens. 

Parker 

L A. PHILHARMONIC TROMBONE ENSEMBLE — S222 

music ol the Moravian Trombone Choir 

PARIS TROMBONE ENSEMBLE — S223 

music by Janko Nilovic 

THOMAS STEVENS, TRUMPET — S361 

Hindemith, Stravinsky, Carter, Chou, Lewis, Budd 

ANTHONY PLOG. TRUMPET — S362 

with L.A. Philharmonic trumpet section, elc 

music by Reynolds, Hovhaness. Campo, Plog, Southers 

CALVIN SMITH, HORN — S371 

Schubert. Schuller, Helden, Wilder, Levy, etc. 

CHRISTOPHER LEUBA. HORN — S372 

Halsey Stevens, Paul Tutts, John Verrall 

RALPH SAUER, TROMBONE — S381 

Pergolesl, Milhaud, Bassett, Persichettl 

LOS ANGELES BRASS QUINTET — S602 

with Stanley Chaloupka, harp 

music by Bach, Brown, Cheetham, Schmidt 

THOMAS STEVENS, TRUMPET — S800 

Hovhaness: Prayer ol St Gregory & Avak, The Healer 

LOS ANGELES BRASS QUINTET — S821 

with percussion 4 Sharon Davis, piano. 

music by Kralt. Schmidt. & Campo 


STRINGS AND HARP: 

LOS ANGELES STRING QUARTET — S103 

Haydn, Schubert, Woll, Stravinsky 

ANN MASON STOCKTON, HARP — S107 

Tedesco, Roussel, Woollen, & Schllrln 

GRIEG CELLO SONATA — S134 

also Schumann: Fanlasleslucko. Gilbert Roese, cello: 

Ralph Llnsley, piano 

STRAVINSKY VIOLIN WORKS — S302 

Eudlce Shapiro, violin; Ralph Borkowltz, piano 

EDGAR LUSTGARTEN, CELLO — S303 

Bach, Bloch, Dobussy, Dvorak, Chopin, Cassado 

ERNST TOCH VIOLIN SONATA — S502 

Eudlce Shapiro, violin, also choral & piano works 

COPLAND, IVES, MAURY — S631 

Myron Sandler, violin, Lowndos Maury, piano 

ALBERTA HURST, TENOR VIOLIN — S735 

J.S. Bnch, Tolomann, Gal 


LOU HARRISON, CONCERTO FOR VIOLIN 4 
PERCUSSION ORCHESTRA — S853 
also Robort Linn: Concertino tor Violin 4 Wind Octet. 
Eudlco Shapiro, violin; William Kralt, conductor 


WOODWINOS: 

WESTWOOD WIND OUINTET — S101 

music by Ibert. Bach, Rossini, Rimsky-Korsakoff. 

Schulholl, Wailly, Malcolm Arnold, etc. 

HARVEY PITTEL. SAXOPHONE — S105 
with Malcolm Hamilton, harpsichord, and Ralph 
Grierson, piano, music by Loelllet, Maurice, Rodriguez, 
and Stevens 

SONI VENTORUM WIND OUINTET — S251 
Danzi: Quintets Op. 68. nos. 2 and 3 
RICHARDS QUINTET — S252 
Quintets by Johann Peter Muller (1791-1877) 

BRAHMS SONATAS FOR CLARINET — S301 

Mitchell Lurie, clarinet: Leona Lurie, piano 

LOUISE Dl TULLIO, FLUTE — S311 

Sonatas by Prokofiev 4 Sancan; Caprice by Paganini. 

with Virginia DiTullio, piano 

ANNE DIENER GILES. FLUTE — S312 

Quantz, 2 Sonatas: Dutilleux, Sonatina; Muller. 

Capricclo. with Allen Giles, piano 4 harpsichord 

JAMES CAMPBELL, CLARINET — S331 

Berg. Poulenc, Schumann, Vaughan Williams, 

Jeanjean. with John York, piano 
FLUTE 4 BASSOON RECITAL — S351 
Felix Skowronek, flute: Arthur Grossman, bassoon, 
music by Bozza. Wm. O. Smith, Aitken, Goodman, 
Gerster, Gabaye 

JOHN RODBY. SAXOPHONE CONCERTO — S500 
Harvey Plttel, saxophone; London Sinlonietta. Elgar 
Howarlh. cond. also Festivals 4 Variations tor Orchestra 
LOUISE Dl TULLIO, FLUTE CONCERTI — S503 
Ibert. Dubois. Marlin. English Chamber Orchestra, 

Elgar Howarth. conductor 

NIELSEN 4 HINDEMITH OUINTETS — S601 

played by the Westwood Wind Quintet 

WESTWOOD WIND QUINTET — S811 

Linn, Heussenstamm. Plllln. 4 Stein 

WESTWOOD WIND QUINTET with Thomas Stevens, 

trumpet, 4 Roger Greenberg, baritone saxophone — S812 

Ginastera. Revueltas. Cortes, and Chavez 

HALSEY STEVENS: CLARINET CONCERTO. 

LUKAS FOSS, OBOE CONCERTO — S851 
Mitchell Lurie, clarinet; Bert Gassman. oboe: 

Akira Endo, conductor 
LEONARD SHARROW, BASSOON — S852 
Concern by Luke 4 Welcher. Ernest Gold, conductor 
OBOES, ENGLISH HORNS. BASSOONS — S871 
music lor double-reed ensemble by Bach. Handel. 

Pillin, Heussenstamm members ot Los Angeles 
Philharmonic 

ORCHESTRAL AND MIXED: 

RODBY; CONCERTO FOR 29 
RATHBURN THE METAMORPHIC TEN — S504 
London Sinlonietta 4 mixed ensemble 
CLEVELAND COMPOSERS GUILD — S531 
Koch: String Quartet; Timm: Joiner 4 Die-Hard lor 
live percussion; Erb: Harold's Trip to the Sky 4 
Sonnerles lor brass ensemble Cleveland Orchestra 
brass section, Cleveland Orch. String Quartet, otc. 

ALAN HOVHANESS — S800 

Marnl Nixon, soprano; Thomas Stevens, trumpet; 

Eudlco Shapiro, violin; Grotel Shanley, lluto Avak. 

The Hoaler. Tzalkerk. Prayer ot St Gregory; Armenian 
Rhapsody. Crystal Chamber Orchestra, Ernest Gold, 
conductor 

LAMBRO, LOMBARDO, 4 CORTES — S861 

music lor Wind. Brass, 4 Percussion, and String Orch. 

ERNEST GOLD 4 BORISOFF — S862 

Israol Baker Ensemble; Roman Rudnytsky, piano 
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PIANO RAGS FOR FOUR HANDS 

With David Montgomery and Cecil Lytle 


RAGTIME PIANO 

In 1S96 Ben Harney introduced ragtime 
piano to New York society at Tony Pastor's, 
launching what was to be a nationwide craze in 
music for the next twenty years. The new music 
created a furor of controversy; the musical es- 
tablishment generally denounced it — indeed, 
the American Federation of Musicians ruled rag- 
time off-limits to its members. The general 
public, however, was as captivated as the critics 
were shocked. They demanded to hear more of 
this exciting new music. 

Although the public saw ragtime piano as a 
fascinating novelty, the ragtime style of music 
had roots which went back to the early part of 
the nineteenth century. It evolved from banjo 
music, “coon songs", minstrel numbers, buck 
dances, and folk piano styles. Itinerant black 
pianists had played similar music in saloons, 
cafes, steamboats, and brothels up and down 
the Mississippi Valley for at least twenty years 
before ragtime came to general notice. What 
was actually novel about ragtime piano in the 
1890's was the fact that for the first time, rag- 
time music was being written and published and 
thus available to whorehouses, and theaters; 
businessmen and housewives entertained them- 
selves and their friends with it. and children 
who were tired of pounding through Hanon 
and Czerny found it delightful. 

Ragtime owed much of its early popularity to 
the simultaneous rise of a new dance which was 
sweeping the United States and Europe: the 
cakewalk, a strutting, jaunty dance which could 
not be performed to the traditional dance music 
of the period. Ragtime was explicitly dance 
music which drew upon two traditions for its 
material. The nineteenth century ballroom 
dances, (the polka, schottische, two-step, grand 
march, and the jig), provided the musical forms 
of composition. The black folk dances, the buck 
dances, breakdowns, and cakewalks supplied 
the melodies and rhythms. The new music 
suited the new dances admirably. As one critic 
said in 1898; "It has a powerfully stimulating 
effect, setting the nerves and muscles tingling 
with excitement." Ragime's rhythms fairly drove 
people to dance. 

To the listeners of the 1890's, the ragtime 
rhythm was its most salient characteristic; they 
were used to the relatively straight rhythms 
of European music, and ragtime seemed shock- 
ingly syncopated. In fact, it was the syncopation 
which gave the music its name. Harney had 
called what he played "jig piano" but the public 
soon called it "ragtime", a shortening of the 
words "ragged time", referring to the broken 
rhythms and shifted accents of the treble line, 
which seemed the more pronounced for being 
opposed by a harmonic, unsyncopated bass. 

Ironically enough, the infectious rhythm was 
probably the chief reason for ragtime's early 
decline Many people, including some com- 
posers who should have known better, got the 



idea that syncopation was the only characteristic 
which separated ragtime from any other music. 
As there was a demand for rags, Tin Pan Alley 
produced them in quantity according to a for- 
mula. glutting the market with syncopated 
arrangements of European classics, simplified 
arrangements of the classic rags, and even 
pieces which were rags in name only, bearing 
little or no resemblance to the real thing. No 
music could survive such a flood of kitsch; and 
by 1917, ragtime had gone into eclipse, to lie 
hidden from all but a few diehard afficionados. 

The recent revival of ragtime, however, has 
revealed a depth and complexity in the classic 
rags probably not perceived by the early, un- 
sophisticated listeners. As Scott Joplin said in 
his Preface to his School of Ragtime (1908): 
"What is scurrilously called ragtime is an inven- 
tion that is here to stay. That is now conceded 
by all classes of musicians. That all publications 
masquerading under the name of ragtime are 
not the genuine article will be better known 
when these exercises are studied. That real 
ragtime of the higher class is rather difficult to 
play is a painful truth which most pianists have 
discovered. Syncopations are no indications of 
light or trashy music, and to shy bricks at ‘hateful 
ragtime' no longer passes for musical culture.” 
History has proven him right. 

In this record you will hear the three main 
schools of ragtime: the Sedalia style, which is 
gracefully melodic and fairly slow, the St. Louis 
style, which is showier and faster, and the New 
Orleans style, which adds a rolling bass and 
begins to approach the feeling of jazz. The 
pianists, David Montgomery and Cecil Lytle, 
have captured the essential spirit of ragtime — a 
highly optimistic character with a rollicking 
sense of humor, which is at the same time 
deeply serious and dignified. 

The revolutionary method of manufacture 
has produced an extraordinary degree of fidelity 
in this record. Leo de Gar Kulka has revived 
an old concept of recording Direkt to Disc, 
without the customary intermediaries of tapes 
and editing. Today's sophisticated recording 
equipment combined with the direct approach, 
has produced the brillance and freshness of a 
live concert performance; what is played the 
first time is permanent. The odd mistake here 
and there only enhances the music, because it 
gives it an engaging air of humaness not found 
in records which have been edited to a state of 
sterile perfection. Direkt Disc records are col- 
lectors' items, too, because they are necessarily 
limited editions, the master plates which pro- 
duce them, like engravers’ plates, wear out as 
they are used; and when they cannot maintain 
the high standards of fidelity demanded by Mr. 
Kulka, they are discarded, there is no way to 
reproduce the master. All this guarantees the 
listener the vital, exciting experience of the 
concert hall, but with one difference: it can be 
enjoyed again and again. 


TECHNICAL INFORMATION 
AND CREDITS: 

The recording was made in the 40' x 50' 
studio of Golden State Recorders in San 
Francisco, which also has a 20' high ceiling, 
for a total of 40,000 cubic feet.The acoustics are 
warm, not too live and not too dead Two 
opposing walls are treated with sound absorbent 
material two are staggered 2' every 6' and are 
hard, splayed with 2' x 4' absorbent panels at 
various intervals. The floor is concrete and 
covered with carpeting. There are three other 
pianos in the room, an organ, wood paneling 
for the first 5' along the wall, so the sound gets 
broken up quite well. 

For the recording we used the AKG C-24 
Microphone (stereo) in the S/M mode, where 
the internal matrix reconstitutes l-r relationships. 
The upper element was in the "figure - 8" mode 
and the bottom in the cardioid, with the back 
opened up halfway between cardioid and figure - 
8 to capture some of the room sound. The 
microphone was placed at ear level approxi- 
mately 15’ from the piano — just about where 
a listener would sit. 

The output of the microphone was fed into 
two preamplifiers and from there directly to the 
input of the cutting room console with all equal- 
izers and limiters bypassed, levels set for 
maximum (approximate) playing level and from 
there directly to the Neumann Disc-Cutting 
Amplifier. There has been no level riding, no 
mixing, no equalization, no limiting — nothing — 
the pure unadulterated sound directly to the 
disc! Though the VU meters indicted "normal” 
readings, the peak-reading LED’s showed peaks 
of 9 and 12 db or more, over normal recording 
levels. Since normal tape has a headroom of 
approximately 6 db average at customary ele- 
vated levels, these peaks would have been in 
considerable tape saturation and consequent 
distortion. Listen to the peaks on this record! 

The production, disc cutting and engineering 
was performed under the direction of the label's 
director, Leo de Gar Kulka. Associate Producer 
and Director of A & R Ignatius MonDragon. 

The operation was ably assisted and co- 
ordinated by students from College for Recording 
Arts: Jeff Metzler and Steve Diamond, who 
directed hand-picked members of the Advanced 
Classes. To all my deepest appreciation for a job 
well done! 

Master Acetates were processed under the 
direction of Ed Tobin at Gregg Lee's in Gardena, 
California and the pressings were by KM 
Records in Burbank, California under the co- 
ordination of John Hess and the pressing ex- 
pertise of Czaba Hunyar. Cover art was designed 
by Wayne Pope and Leo Kulka and executed 
by AUDIO TECHNICA U S.. INC 

RECORDED AT SONIC ARTS CORPOR 
ATION "MASTERING ROOM" San Francisco, 
California. 

RAGAMOROLE was composed by Adams 
and is published by KULKA MUSIC. SESAC. 
All others arranged by Montgomery and copy- 
righted and published by Guard Music, BMI 


SIDEA 

HURRICANE RAG 
ORIGINAL RAG 
JUBA DANCE 

THE GREAT CRUSH COLLISION 
MARCH IN B FLAT 

Total Playing Time 13:02 


SIDEB 

THE ENTERTAINER 
BOHEMIA 

KITTEN ON THE KEYS 

RAGAMOROLE(Adams) Kulka Music. 
SESAC 

DICTYS ON 7th AVENUE 

Total Playing Time 14:12 


David Montgomery. Piano, may be heard on Some Arts 
Lab Series #2 & #5. 

Cecil Lytle and David Montgomery have played together 
often and especially enjoy presenting their unique ver- 
sions of the classical rags. They have toured and con- 
certized together in Europe, as well as in the United 
States 

The 'DIREKT TO DISK RECORD'' process places a 
tremendous stress on the performers — and everybody 
else. There is no splicing or correcting ot errors — if 
one occurs, the performance must either stop or continue 
The result is a spontaneous release ot energy by the 
players, a concentration and the transference ot the 
excitement ot the performers to the listener. More acute 
than even a live performance, where one knows that the 
mistake will pass and will never be heard again. The 
concentration required, dedication and radiation of energy 
and feeling transcends mere musical notes It results in 
electrifying performances completely unique in the 
recorded repertoire of todays contrived and spliced per- 
formances heard on records The technical demands are 
equally stringent on the equipment, the operators and 
the mechanical manufacturing processes, because on a 
performance as pure as this every minute Haw which 
would normally be passed over, sticks out like a sore 
thumb! The quantities which can be pressed without loss 
of quality are very limited and when they are gone, that's 
it ... no more records. We don't manufacture disc cuts 
on multiple lathes simultaneously, but meticulously con- 
centrate on only one. Therefore, each record iacket bears 
a serial number - much like a numbered lithograph 
and a LIMITED EDITION and an INSTANT COLLECTOR S 
ITEM! 

01 course, we run a simultaneous recording lor 
reference purposes. And there is a dillerence. 

Yours lor liner recordings 1 

Leo de Gar Kulka - President 
SONIC ARTS CORPORATION 


DISTRIBUTED IN THE U.S.A. BY 

AUDIO-TECHNICA U.S., INC. 

FAIRLAWN. OHIO 4431 3 
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Yazoo Basin Boogie 

guitar instrumentals 
recorded in Rome, Italy 
remixed at Livingston Studios, 
London, England 
remix engineer Nic Kinsey 
produced by Stefan Grossman 


Side One 

1 Adam's Voice/Tickle Dew 

2 Dallas Rag 

3 I'm So Glad 

4 Katz Rag 

5 Texas Lemon Flavor 

6 Sunday Rag 

7 Pigtown Fling 

8 Red Pepper Rag 

Side Two 

1 House Carpenter 

2 Maple Leaf Rag 

3 Colored Aristocracy 

4 Slow Blues in C 

5 Powder Rag 

6 County Line 

7 Last of Callahan/Dervish Boogie 

8 Yazoo Basin Boogie 


This album is a collection of traditional 
rags, fiddle tunes, spontaneous blues 
and classic piano rags. 

I had previously tried to record some 
difficult ragtime arrangements in a 
professional studio but I had found 
myself too nervous and inhibited by the 
soundproof walls and the silent clock 
that ticked minutes into dollar signs. I 
had thought it "next to impossible'' to be 
able to put on record the more 
complicated instrumentals I knew until it 
was suggested I try to use my home as a 
studio. This l.p. was recorded in my 
living room using professional 
equipment. 


Adam's Voice/Tickle Dew 
This piece begins with a recording of the 
voice of Adam Grossman. What follows 
is an instrumental that I improvised 
while making this album. It shows the 
influence of Big Bill Broonzy. Mance 
Lipscomb and Robert Johnson on my 
playing. This arrangement tries to 
combine all three It is played in the key 
of A. using a regular tuning (E A D G B E) 
and employing a monotonlc bass 
technique. This style is usually 
associated with the blues guitar playing 
of Texas. 


Dallas Rag 

This is a very popular string band rag 
arranged for the guitar. It was originally 
recorded in the twenties by the Dallas 
String Band. The great New York 
guitarist. Dave Laibman. developed the 
arrangement I have recorded. This Is a 


Transatlantic 

TRA 217 

Mono 


complicated rag that combines many 
finger-picking techniques: alternating 
bass, counter-point and single line runs 
It is played in the key of C and I use a 
capo on the second fret to make it easier 
to finger and play. The approach used In 
this arrangement is to have treble 
strings play the melody as originally 
played by the mandolin and the bass 
strings duplicate the guitar 
accompaniment. 


I'm So Glad 

Nehemiah 'Skip' James was a master of 
the guitar. This is perhaps his 'show- 
case' piece. It is a ‘tour de force' and I 
strongly suggest you try to hear, his 
original version recorded in 1931 for the 
Paramount Record Company. This has 
been reissued by Yazoo Records. I 
cannot play it identical to Skip nor can I 
play it at the speed he did. I have used 
the basis of his arrangement and from 
that I have added several variations. 

Skip never wanted his students to 
imitate his playing but rather to develop 
and create new sounds from the old. 

It is this idea that I have tried to follow. 
The tune is played in a cross-note tuning 
(E B E G B El— here the guitar is tuned 
to an open Em chord. This is a very 
unusual tuning and can give many 
interesting effects. 

For those interested in studying Skip's 
techniques and styles further, I suggest 
you see my book Delta Blues Guitar 
(published by Oak). This offers a study 
into the regional guitar styles that came 
forth from the Mississippi Delta. 

One of Skip's favourite sayings when 
constantly asked what he thought of this 
or that guitarist's music was. "I never 
criticise a man's music". 


Katz Rag 

This is a two-part rag taken from the 
playing of Dave Van Ronk. Steve Katz 
and Frank Stokes. I first heard Dave and 
Steve play a guitar piece similar to the 
first section. I combined this with a 
Frank Stokes' feel’ to give the complete 
rag a character all its own. It is played In 
a normal tuning (E A D G B E) and uses 
an alternating bass technique. 


Texas Lemon Flavor 

Blind Lemon Jefferson is another 
favourite bluesman of mine. His singing 
and guitar styles have always been a 
source of surprise and musical 
knowledge. This piece uses his One 
Kind Favor as its basic theme It is 


played In a style completely different 
from the way Lemon would play the song. 
I use an alternating bass technique 
throughout the arrangement while 
Lemon's style rarely used this technique 
except for isolated passages, The 
guitar is tuned to an open C chord : 
CGCGCE 

I have discussed Blind Lemon's guitar 
styles at length in my books Ragtime 
Blues Guitarists and Texas Blues Guitar 
(both published by Oak). 


Sunday Rag 

This is another improvised tune. It is 
played in normal tuning. I have 
combined two basic ragtime themes. 

The first section uses a chord 
progression found in a thousand songs. 

I first heard Rev. Gary Davis use this and 
you can hear him play this as well as 
Blind Boy Fuller. Blind Blake, Big Bill 
Broonzy and many others. It could be 
called the 'truckin' my blues' progression. 
This first section is very guitar oriented 
in sound and feel while the second 
section introduces a more piano 
approach. This part is reminiscent of 
Lemon's Hot Dogs or Mance Lipscomb's 
Stop Time or Leadbelly's Keep Your 
Hands Off Her. 


fingering as I had tried to use for the 
banjo. The guitar is tuned to an open C 
tuning CGCGCE.I use an alternating 
bass with a strong accent on the even 
beats throughout the song. This 
accenting develops a high harmonic C as 
well as a dulcimer effect. 


Maple Leaf Rag 

This is an attempt to play two parts of 
the famous Scott Joplin rag The first is 
almost identical to the original while the 
second offers a variation. This 
arrangement was jointly made up by 
Dave Laibman and myself. Dave can be 
heard playing the full Maple Leaf Rag 
on his album New Ragtime Guitar 
(Transatlantic TRA 253). My book 
Contemporary Ragtime Guitar (Oak 
Publications) features several other 
piano rags transcribed for the guitar 
Currently there are many excellent 
guitarists trying their talents at 
transcribing piano rags. I suggest you 
try to hear the l.p. Contemporary 
Ragtime Guitar (Kicking Mule Records) 
which offers an anthology of rags and 
guitarists as well as the l.p.'s of Ton Van 
Bergeyk and Leo Wijnkamp Jr. 

For this arrangement the guitar is tuned 
to a dropped D tuning : D A D G B E 


County Line 

This is another improvised blues The 
tune shows the influence of Big Bill 
Broonzy and Mance Lipscomb on my 
playing I have used a trick that Mance 
uses when playing a blues in A. This is 
that the guitar is put into a dropped D 
tuning: D A D G B E This allows us to 
use a steady monotonic bass with the 
A chord passage (by playing the open 
fifth string) and when going to the D 
chord part we can introduce the low D 
sixth string bass The overall effect is 
quite powerful and interesting. 

The second section introduces a short 
passage using an alternating bass but 
this goes back to the steady heavy 
monotonic bass. 


Last of Callahan/Dervish Boogie 
This fiddle tune is played in a dropped D 
tuning: D A D G B E The treble strings 
of the guitar play the melody while in the 
bass we play a constant counter-point 
line. This is a difficult arrangement to 
play properly The overall sound is 
interesting as we hear a constant 
moving bass line that somehow relates 
harmonically to the treble as well as 
interweaving between the melody line 


Pigtown Fling 

This traditional fiddle tune has always 
intrigued me. I first heard the melody in 
Ann Arbor, Michigan, from a mandolin 
player named George Roberts. I thought 
it would be Interesting and humourous 
to put this melody against a classical 
style counter-point. The arrangement is 
played in a quasl-G tuning: D G D G B E. 


Red Pepper Rag 

This Is a classic piano rag, It is played 
in a strange tuning : C G D G B E. This 
tuning enables you to modulate from the 
key of C to G and still have open bass 
strings to use within an alternating bass 
style. This arrangement Is very difficult. 

I have speeded up the tape in order to 
give the final performance the feel of the 
old player pianos. 


House Carpenter 

When I was learning how to double 
thumb frail on the five string banjo. I 
came across this lovely traditional folk 
tune. Unfortunately, at that time I found 
it very difficult to play House Carpenter 
on the banjo so, having the tear that I 
would forget the melody I arranged It for 
the guitar. I used the same tuning and 


Colored Aristocracy 
This is another fiddle tune arranged for 
the guitar, The resulting sound is quite 
Nashville in feel. Dave Laibman put 
together this version. It Is played in the 
key of A and in normal tuning. It is a 
tricky piece of guitar playing. 


Slow Blues in C 

This is a combination of piano and 
guitar styles It shifts from a Jelly Roll 
Morton piano sound to the East coast 
ragtime style of Blind Blake. It is played 
in a regular tuning and In the key of C 
I suggest you try to hear any of Blake's 
blues in C to explore this idea further. I 
have always been amused how guitarists 
tend to imitate other instruments 
Modern day electric blues guitarists try 
to sound like saxophone players and old 
ragtime bluesmen attempted to Imitate 
the piano sounds popular at that time. 


Yazoo Basin Boogie 
This is a boogie played in dropped D 
tuning. The first section comes from the 
playing of Marc Silber and his tune 
Piano Sounds (transcribed in my 
Contemporary Ragtime Guitar book) 

The second and third sections are 
variations I composed. This arrangement 
is somewhat similar in feel to Willie 
Brown's Mississippi Blues Both try to 
imitate the old blues piano sounds. 

I hope this album of guitar music is 
enjoyable. I would like to thank Nat 
Joseph and Jean Michel Gallois- 
Montbrun tor their help in this project 


I hope you enjoy 
Peace. 


Stefan Grossman 


Powder Rag 

This is two parts from the four part 
Powder Rag. It was arranged by Aurora 
Block. The sound produced Is very much 
like the old ragtime player pianos The 
tune is played in a dropped D tuning 
DADG6E.I have used a capo on the 
fourth tret to make the fingering easier. 


Sleeve design: Fulcrum 
1975 

Transatlantic Records Ltd 
86 Marylebone High Street 
London WIM 4 AY 

Sleeve printed and made in England by 
Robert Stace &Co. Ltd. 
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Stars 


WANTED! 


SEE PACE 12 
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NBC’s best vocal bets is Lee Wiley, the charming young 
/ an who adorns the cover ol this month's RADIOLAND. 

.• deep blues singing has been a feature of Paul Whiteman's 
broadcasts, Lee Wiley is tall and slender and weighs 115 
pounds and is most often seen in loose-fitting sport clothes like the 
(' outfit in the photo, which give her an appearance of comfortable in- 
formality that is quite in keeping with her personality, being as how 
( she hails from the vride-open plains of Oklahoma, Her hair is brown 
and her eyes arc brown. Significant, those eyes. They were useless 
. to Lee for a whole year. The optic nerves were paralysed following 
a fall from a horse But that's all in the past now. and it serves Lee 
as a handy explanation when folks ask her how she got that deep 
down blue tone in her voice. The job of being a radio star is just 
about the most Important thing in the world to her. and when she 
| broadcasts to you she's worried sick as to whether she's making a 
hit or not. It only took her a month to get on the air after she 
arrived in New York— at first in choruses, later as a featured singer 
She is a real American, claiming one-fourth Cherokee Indian blood, 
like Will Rogers 


0 ,ober ok t&e ctfn 
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SIDE 1 


1. 

You Came To My Rescue 

1936 

2. 

Three Little Words 

1936 

3. 

You T urned The T ables On Me 

1936 

4. 

Here's Love In Your Eyes 

1936 

5. 

The South In My Soul 

October 13,1932 

6. 

I'm Coming Virginia 

April 19, 1934 

7. 

A Thousand Good Nights 

April 19, 1934 

8. 

Funny Little World 

June 28, 1934 


SIDE 2 


1. 

Sometimes 1 Feel Like A Motherless 
Child 

March 8, 1934 

2. 

If 1 Love Again 

May 24, 1934 

3. 

The Little Things You Used to Do 

July 13, 1935 

4. 

I'm Coming Virginia (opening theme) 
Robins & Roses 

July 22, 1936 

5. 

When I'm With You 

August 5, 1936 

6. 

Crosspatch 

I'm Coming Virginia (closing theme) 

July 8, 1936 


TOTEM RECORDS 
P.O. Box 724 
Redmond, WA. 98052 


In August of 1975, Lee told me she was about to sign a contract to make at least one more 
record. However, the rapid onset and progress of her illness, resulting in her death on December 
1 1 th that same year, didn't allow her the time to ever enter a recording studio again. 

Then came some welcome news from Larry Kiner. He had found quite a number of Lee’s air- 
checks and earlier in 1975 had obtained the rights from her to issue these and any similar mat- 
erial. During the mid-50's, I had made copies of the recordings that Lee had retained of her 
radio shows of 1936-38, so the tapes of these were soon dispatched to Larry to add to the 
collection. 

The result is this LP and hopefully, there could be enough for another. 

Now let s examine some of the details of these rare, never befroe isssued performances, eleven 

of which were made while Lee was still in her teens. 

The first four tracks were done when our gal was 20 or 21 years old. “ You Came To My 
Rescue" and "Here's Love In Your Eye" are happy, bouncy renditions of the tunes, with Lee 
giving them her full vocal range. "You Turned The Tables On Me" is truly the best I’ve ever 
heard this song sung. The trumpet, sax and other personnel of this Freddie Rich band back- 
ing her are, unfortunately, so far, unknown. 

"South In My Soul", one of the tunes written by Miss Wiley, brings us a surprisingly mature- 
voiced kid, who had just turned 17! "Motherless Child", also with the Vallee Orchestra but 
two years later, predated her Decca recordings of this same song by some five months. 

Her appearances on the Paul Whiteman broadcasts were at the age of 18. I found this part- 
icular "I'm Coming Virginia" especially enjoyable. It presents possibly the best of Lee's early 
vocal efforts in the framework of an intricate but interesting and catchy arrangement, which 
includes a verse/intro which was new to me. 

"A Thousand Goodnights" is one of those typical Wiley intimate vocals that she seems to 
be singing just to you. Guarenteed to make you fall in love all over again with Lee and that 
voice of hers. "If / Love Again" is of great interest to compare with her version of the same 
number made in 1971, more than 37 years later, for Monmouth-Evergreen, Lee’s last record- 
ing date. Incidentally, the trumpet heard behind the vocals on the Whiteman program is most 
likelv that of Charlie Teagarden. 

The remainder of side 2 was put together by Larry to stimulate what her own CBS shows might 
have sounded like. Included is her theme song for this series, "I'm Coming Virginia", with The I 
announcer opening and closing the fifteen minute program. Actually, each segment included two I 
or three vocals by Lee plus an instrumental by the studio orchestra. Lee always said that she I 
thought it was Bunny Berigan on the trumpet in back of her on " Robins & Roses . My ears I 
say she could be right. 

All titles from this group are classy Wiley output, but the way she does her theme is down- I 
right fascinating (Fascinating: “To hold spellbound, as by some irresistible charm. To allure I 
and hold intent; to captivate”). But, after all, isn’t that what attracted us to Lee in the first I 
place with_all her songs? 

Well, while our Lee never made it back to the studio to make us that one more record, Larry I 
Kiner has happily stepped into the gap to make available to her fans this wonderfully done LP I 
of fine vintage Lee Wiley off-the-air material 

So, all that’s left is to put on the record, turn the light down low, sit back and listen fondly 

Miss Lee Wiley is back with you again. 

Gus Kublman 
November, 1976 


Gus was a long-time friend of Miss Wiley (from 1949). He has written a biographical article on 
her which appeared in CODA MAGAZINE of February, 1974 (Vol. 1 1 , No. 6). 

The listener is referred to his article, as well as a companion feature "Lee Wiley On Record” by 
John Nelson in the same CODA issue for more information about Miss Wiley and her commercial 
recordings. 


Larry Kiner 


Produced by Larry F. Kiner 
Covers by Joan Carufel 
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DINAH WASHINGTON 


SINGS 

FATS WALLER 

SIDE ONE 

CHRISTOPHER COLUMBUS 
TAIN’T NOBODY’S BUSINESS 
JITTERBUG WALTZ 

SOMEONE’S ROCKIN' MY DREAMBOAT 
AIN’TCHA GLAD 
SQUEEZE ME 

SIDE TWO 

AIN’T MISBEHAVIN’ 

(I’m Saving My Love For You) 

BLACK & BLUE 

EVERYBODY LOVES MY BABY 
I’VE GOT A FEELING I’M FALLING 
HONEYSUCKLE ROSE 
KEEPIN’ OUT OF MISCHIEF NOW 


The motive behind this album was a novel one. The idea was not merely to enlarge 
the ASCAP credits of the late Fats Waller’s estate, but rather to recreate the spirit 
with which he performed, the tunes he recorded, and the era in which he lived. True, 
most of the tunes were composed by Fats; all of them were part of the huge catalog 
of compositions he built up during the last decade of his life, which ended December 
15, 1943. All of them are perfect vehicles for the barrelhouse balladry and basic blues 
moods that govern Miss D's inimitable performances. 

Ernie Wilkins, who conducted the session, assembled a superb all-star band to 
back Dinah in this tribute to the immortal composer-pianist-singer-comedian. The 
personnel, which varied slightly from session to session, collectively included Reunald 
Jones, Sr., Charlie Shavers, Doc Severinson, Clark Terry, Ernie Royal and Ray Copeland 
on trumpets; Julian Priestly (from Dinah's touring group), Jimmy Cleveland, Sonny 
Russo, trombones; Rod Leavitt, bass trombone; Jerome Richardson, lead alto sax and 
flute; Sahib Shihab, alto sax; Benny Golson, tenor sax; Frank Wess, tenor sax and 
flute; Eddie Chamblee, tenor sax (Dinah's husband and leader of the combo that now 
tours with her); Charlie Wilson, baritone sax (from Dinah's group); Jack Wilson, Dinah's 
regular pianist; Freddy Green, guitar; Richard Evans, bass; Charlie Persip, drums. 

Christopher Columbus originally was strictly an instrumental tune, popularized by 
Fletcher Henderson, Teddy Hill and the other bandleaders who congregated at the 
Savoy Ballroom in 1935. The following year lyrics were added by the indomitable 
Andy Razaf and it was recorded by Fats. In Dinah's treatment she virtually makes a 
blues out of it. Eddie Chamblee has the tenor solo. 

Tain t Nobody's Business if I Do, credited to Porter Grainger and Everett Robbins, 
was published in 1920 and recorded by Waller in 1940. The fine instrumental obbli- 
gatos are by Charlie Shavers and Julian Priestly. 

Jitterbug Waltz has never previously been recorded as a vocal. Written and 
recorded by Fats in 1942, it now boasts recently written lyrics by Maxine Manners 


and Charles Grean. This delightful melody, which floats downward in thirds through 
an unusually wide range, is not Dinah's first waltz performance, as those who remem- 
ber her incisive rendition of Look to the Rainbow can testify. 

Someone's Rocking My Dreamboat dates back to 1936. Dinah surveys the "mutiny 
at sea", at a gently rocking tempo, while Jerome Richardson's flute contributes to a 
wailing Wilkins background. 

Ain'tcha Glad is a product of the popular Harold Arlen-Ted Koehler team of the 
1930s (they wrote Stormy Weather, the title song of Fats' last movie). It was a par- 
ticular favorite of Fats' and was sung in the early 1930s by, among others, Jack 
Teagarden with Benny Goodman. 

Squeeze Me was one of Fats' earliest compositions, probably the first he ever had 
published, dating back to 1925, when he was 21 years old. He wrote it in collabora- 
tion with Clarence Williams and recorded his last version of it in 1939. Dinah has a 
ball getting her teeth into this meaty 16-measure chorus (which, by the way, has no 
connection with the Duke Ellington composition, Just Squeeze Me). 

Ain't Misbehavin' ranks with Honeysuckle Rose among the most durable of the 
Fats Waller standards. Andy Razaf relates: "In 1929 we did the Hot Chocolates show, 
and it was so big they decided to produce it downtown. I remember one day going 
to Fats house on 133rd Street to finish up the number based on a little strain he'd 
thought up. The whole show was complete, but they needed an extra number of the 
theme, and this had to be it. We worked on it about forty-five minutes and there it was 
-Ain't Misbehavin'." Dinah's chorus-and-a-half, taken at a slower, more relaxed 
tempo than is usually accorded the tune nowadays, includes some flute obbliqato 
by Frank Wess. 

Black and Blue, written in 1929 by Fats, Andy Razaf and Harry Brooks, was 
popularized originally by Louis Armstrong. Because time has improved our social 
attitudes, Dinah made appropriate changes in the lyrics of the release and the last 
eight measures. Reunald Jones' powerful brass lead is an outstanding feature of 
the accompaniment. 

Everybody Loves My Baby, written in 1924 by the team of Spencer Williams and 
Jack Palmer, was used by Fats on a 1940 record date. Here the vocal-matrimonial 
team of Washington and Chamblee is introduced to potent effect. 

I ve Got a Feeling I'm Falling is a 1929 product of the curious (or at least un- 
expected) team of Fats Waller, Billy Rose and Harry Link. Eddie Chamblee moves to 
the mike for an introduction and opening solo before Dinah takes over, with Jimmy 
Cleveland's muted trombone in the background. 

Honeysu-kle Rose was written in 1929 when Fats and Razaf were working on a 
show called Load of Coal for Connie's Inn. After half completing the number at 
Razaf s home in Asbury Park, New Jersey, Fats suddenly rememfeered a date and 
announced that he had to leave. Razaf finished up the yerse and gave it to him later 
over the telephone. Honeysuckle is tackled here by Dinah and Eddie as a vocal duet, 
with Eddie singing the release on his own. "Dinah had her own idea about how the 
chord changes should go on this one and she ran it over on the piano for me," recalls 
Ernie Wilkins. 

Keepin' out of Mischief Now was written by Razaf and Waller in 1932. Dinah 
does the verse ad lib with piano accompaniment before the band comes in swinging 
for the chorus, after which there's an eight-bar piano solo before she returns to 
take it out. 

Dinah's completely uninhibited, extrovert personality is perfectly tailored to the 
kind of music with which Fats' own approach and style were associated. I'm sure if 
he could listen to this happy blend of performer and material he would give this album 
the same enthusiastic endorsement it is bound to earn from Dinah's multitude of fans. 
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Buddy Johnson 

Here is a high fidelity feast in rhythm and band versatility, every note 
danceable and every note provocative. When Buddy Johnson wails, his 
style rides a pendulum from the sauciness of a rock-and-roll beat to easy- 
going swing, and the whole range is here. Vocals by Ella Johnson and Floyd 
Ryland add to the wailing message of these musical missives. 

The disk zooms off the launching pad with a febrile shaker-upper, 
Goodby Baby, Here I Go. In its long playing flight, it turns to the blues, 
You’ll Get Them Blues and Please Mr. Johnson, to the free-gliding ballad, 
I Wonder Where Our Love Has Gone and I Cry, to the staccato swinger, 
IAV Dog. 

This is not music for pink tea parties, for entertaining the boss’ wife 
or for putting yourself to sleep. This is wailing, flailing, let-your-hair-down, 
live-it-up, let’s-just-be-us music. 


SIDE ONE 

GOODBY BABY HERE I GO 

(Buddy Johnson) Sophisticate Music Co. (BMI) 2:20. 

THEY ALL SAY I'M THE BIGGEST FOOL 

(Buddy Johnson) Northern Music Corp. (Ascap) 2:31. 

I DON’T CARE WHO KNOWS 

(Buddy Johnson) Sophisticate Music, Inc. (BMI) 2:35. 

LIL 1 DOG 

(Buddy Johnson) Sophisticate Music Co. (BMI) 2:48. 

YOU'LL GET THEM BLUES 

(Buddy Johnson) Northern Music Corp. (Ascap) 2:20. 

SIDE TWO 

BABY DON’T YOU CRY 

(Buddy Johnson) Leeds Music Corp. (Ascap) 3:12. 

MINGLIN’ 

(Buddy Johnson) Sophisticate Music Co. (BMI) 3:04. 
PLEASE MR. JOHNSON 
(Buddy Johnson) Leeds Music Corp. (Ascap) 2:20. 

I WONDER WHERE OUR LOVE HAS GONE 

(Buddy Johnson) Consolidated Music Publ., Inc. 
(Ascap) 2:47. 

I CRY (Buddy Johnson) 

Sophisticate Music Co. (BMI) 2:31. 



( 





Printed in U.S.> 



PR 7575 


\STCRE0/ 

6?8 

BOTTOMS UP 




OJC-417 


Illinois J sequel became a household name 
1941 when bone! Hampton's ‘Flying Horn 
a hit largely because of the 19-year-old ten 
man k frenetic, acrobatic, unforgettable sol 
Later, with Cab Calloway Count Basie, Ja. 
The Philharmonic, and his own bands, Jac 
capitalized on his unique ability to excite ai 
ences. But whether at frantic tempos or in 
ballads, Jacquefs masterly sense ol struct: 
dynamics have always been at the heart of 
playing. In this 1968 session, all aspects ol 
musicianship are on display. 'Bottoms Up' 
tinues the ‘Flying Home" tradition The hau 
'‘Ybu Lett Me All Alone' is a classic example 
Jacquet's incomparable way with the bellac 
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ILLINOIS JACQUET, tenor sax 
BARRY HARRIS, piano 
BEN TUCKER, bass 
ALAN DAWSON, drums 

Side A 

1. BOTTOMS UP 

. 3:13 

2. PORT OF RICO 

4:05 

3. YOU LEFT ME ALL ALONE 

3:45 

4. SASSY 

5:37 

Side B 

1. JIVIN’ WITH JACK THE BELLBOY 

5:34 

2. GHOST OF A CHANCE 

6:06 

3. OUR DELIGHT 

5:26 


In the wash, Illinois Jacquet will stand, with Coleman 
Hawkins, Lester Young and very few others, as a giant 
of the tenor saxophone. He should be there already but 
somewhere along the line somebody screwed up. 

Although Jacquet was born on October 31, 1922 near 
New Orleans one might say that he was musically born 
late in 1941 when Lionel Hampton recorded his Decca 
version of Flying Home. The solo stands today as one of 
the classics of tenor saxophone improvisation. Despite 
what others have done with (and to) Flying Home, there 
remains the original. 

Stints with Cab Calloway and Count Basie followed 
the Hampton association. The Calloway period, because 
of the AFM recording ban, is largely undocumented but 
the spell with Basie produced Mutton Leg, The King and 
High Tide. Shortly after leaving Basie to form his own 
band, Jacquet stated in an issue of Metronome that his 
favorite tenor players were Chu Berry and Herschel 
Evans. The Evans influence has always been noticeable 
especially in the big moaning sound. When Jacquet made 
a guest appearance with Basie at the 1957 Newport 
Jazz Festival, his One O'Clock Jump solo opened with 
the very solo Evans took on the Basie original. The event 
was largely unnoticed by the critics who have, through 
the years, generally ignored Jacquet. The Berry influence 
is not as prominent today but the tautness of Jacquet's 
solos with Basie, for example try Mutton Leg, showed 
it to some extent. As his rhythmic conception grew more 
relaxed, Jacquet, in some instances, has shown a simi- 
larity to the phrasing of Lester Young. 

As far as influence goes, one might say that Jacquet 
is the great unnamed influence. Is there really a tenor- 
man anywhere, on an R&B gig, who doesn't in the course 
of an evening play something that Illinois did first? Think 
of the cats you have heard through the years and try and 
figure how many of these guys owe their souls to Illinois 
Jacquet. 

Lennie Tristano once remarked about Charlie Parker 
that if copyright laws could be applied to jazz then Bird 
would be able 1o sue an entire generation for plagiarism. 
Conversely, if Jacquet could collect royalties on his 
Ideas, he would be many times a millionaire today. 

Jacquet left Basie one night in Detroit because he 
discovered that the people were more interested in hear- 
ing him than the band. The band he formed was one 
that had great popularity during the post-war years. 


This was a small band, usually seven pieces, but it was 
not solely a showcase for the leader. Joe Newman and 
Fats Navarro played trumpet; Henry Coker and J. J. 
Johnson were the trombonists; Leo Parker, a vastly 
underrated player, was on baritone; John Brown, Ray 
Perry or Jimmy Powell played alto; Sir Charles Thomp- 
son was the pianist and Al Lucas on bass and Shadow 
Wilson— later Jo Jones— was on drums. There was space 
for everyone to play and records of the band show this. 

Of course, Jacquet was also identified with Jazz At 
The Philharmonic and rightly so. His frantic wailing on 
the original How High The Moon and Lady Be Good 
records were something and his solo on the Blues from 
a 1944 concert is still being played today. The associa- 
tion was to last, on and off, for nearly fifteen years. 
Yet Jacquet has never been strictly a one-way wailer. 
How many of you older heads spent time romancing your 
chick of the time while listening to Robbins Nest or 
Black Velvet? 

Since leaving the Jazz At The Philharmonic organiza- 
tion Jacquet has spent a lot of time freelancing with 
pickup rhythm sections. During the early sixties he was 
often seen around Boston where he continues to be a 
popular attraction. My personal introduction to Jac- 
quet's playing was at a now defunct club on Cape Cod 
where he was appearing with Jimmy Tyler's trio. Natu- 
rally the evening ended with a frantic Flying Home with 
Jacquet and Tyler with tenors parading through the 
audience. The finale had Jacquet leaping on the larger 
Tyler’s back for a trip to the bar, still blowing. 

Later groups had Sir Charles Thompson on organ and 
were musically more interesting. Then the intermission 
talk was largely about golf which is a passion with 
both men. 

Sometime in late 1965, Lennie Sogoloff, the erstwhile 
owner of Lennie's on The Turnpike, put together a trio 
of Jacquet, Milt Buckner on organ and Alan Dawson 
on drums. The group played the club several times 
and was recorded live on Cadet. The group has proved 
to be compatible and works frequently in the area. 
Dawson, because of his responsibilities at the Berklee 
School of Music, doesn't make gigs outside of Boston 
but frequently the great Jo Jones is on hand. Buckner 
is of course a veteran of the Lionel Hampton band as 
is Dawson. When Milt is featured on a number with the 
trio Jacquet occasionally introduces him as "the man 
who made Lionel Hampton rich — after I made him 
wealthy". Remember Hamp’s Boogie Woogie? 

Buckner contributed the one new tune to this date, 
Sassy. It is an interesting, sinewy line and very con- 
temporary in construction. There is some good double- 
timing by Illinois— who says he isn't modern?— and a 
characteristically flowing Barry Harris solo. 

Bottoms Up, the opener, is, I suppose, Flying Home 
backwards. It was recorded by Illinois in the summer 
of 1945 for the Apollo label and has stood the test of 
time. Even when playing the formal Flying Home line, 
Illinois uses Bottoms Up for the out. An infectious riff 
to say the least! 

Port Of Rico is from July 1952 and originally fea- 
tured Count Basie on organ. It is one of Illinois' most 
requested items and was a big seller. Here Illinois gets 


deep into a Ben Webster bag and one can see him up 
on his toes while playing. For the uninitiated, when 
Jacquet gets into a tune he invariably starts a little 
dance on his tiptoes. 

Illinois first recorded Ghost Of A Chance at the same 
session that produced Bottoms Up. This is one of the 
lasting ballads. Despite the times and the music pro- 
duced this is one piece which will always sound good. 
Chu Berry made what is perhaps the definitive version 
while he was with Cab Calloway but despite that state- 
ment, it is difficult to imagine anyone playing today 
who could produce the passion, the feeling, if you will, 
the soul that Illinois invests in this great standard. 

Jivin’ With Jack The Bellboy was done in March 1947 
for the now defunct Alladin label. The original record- 
ing was done by a fifteen piece band and contained a 
gorgeous trumpet solo by Fats Navarro. While Illinois 
was featured on 52nd St., this tune was used to fea- 
ture the entire band as a set closer. Illinois would leave 
the stand giving everyone a chance to stretch out solo 
wise and then go into Bottoms Up after his return. Dig 
Barry Harris on the intro— a beautiful solo by one of the 
masters of modern jazz piano. 

Our Delight is the famous Tadd Dameron line. This 
is the first time Illinois had recorded it but it sounds 
as though it had been in his book for many years. There 
is a fine flowing Harris solo, some inspired bass solo- 
ing by Ben Tucker and an inventive interlude from Alan 
Dawson. 

I have purposely left a discussion of You Left Me All 
Alone for the last. Some years ago. while still in high 
school, I heard an interview on the radio with Jacquet 
and Boston DJ Speed Anderson (remember EZ Speed?) 
where they talked about this tune. This is a Jacquet 
tune and the original was arranged by Tadd Darreron 
and was cut at the same date as Jivin’ With Jack The 
Bellboy. At the time of the interview, Jacquet stated 
that the tune was MY composition, in the sense that 
were he never remembered for anything else he wanted 
the world to know that he wrote this tune. As mentioned 
in the first paragraph, I feel that Illinois Jacquet will 
be remembered for many things but You Left Me All 
Alone will certainly be one of them. 

The melody is haunting— in the great tradition of the 
"blue ballad". The original recording had a horrible 
sound but this version, even more intense than the 
first, has rich beautiful sound thanks to Richard Alder- 
son. You Left Me All Alone is one of the great ballad 
performances of all time. 

Thus we come to the close of Illinois Jacquet's first 
recording on Prestige. It is easily the best LP he has 
ever made. Probably the first he has made with no booth 
pressure on him. For the most part familiar melodies 
and with the toughest rhythm section in jazz in support. 
After the session was over Jacquet said to producer 
Don Schlitten, "Man ... you make me feel young again." 
At this point, Illinois Jacquet is approaching age 46, an 
age which is not old by any means. But a young Illinois 
Jacquet— ah, that is something else again! 

Notes: Bob Porter (June 1968) 
Recorded In New York; Recording: Richard Alderson 
March 26, 1968. Produced by DON SCHLITTEN 
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CANNONBALL ADDERLEY [riverside] 
QUINTET IN SAN FRANCISCO 

recorded at The Jazz Workshop 


JULIAN "CANNONBALL” ADDERLEY, alto sax ; 
NAT ADDERLEY, cornet; BOBBY TIMMONS, 
piano; SAM JONES, bass; LOUIS HAYES, drums. 


SIDE 1 

1. A feiv words by Cannonball . . . and 

This Here (12:26) (Bobby Timmons) (BMI) 

2. Spontaneous Combustin' ’J l 1 ) 

{jt, <n h Adderley) (BMI) 

SIDE 2 

1. Hi-Fly (11:07) (A > v-\, , n ) (ASCAP) 

2. You Got It! (5:07) (Julian Adderley) (BMI) 

3. Bohemia After Dark (8:28) 

(Oscar Pettif or d) (BMI) 


Notes by Ralph J. Gleason 

When the CANNONBALL ADDERLEY QUIN- 
TET finished Hi-Fly — its closing number after a 
four week engagement at The Jazz Workshop in 
San Francisco in October of 1959 — the audience 
stood and cheered and whistled and clapped for 
fifteen minutes. 

In a dozen years of covering jazz events in San 
Francisco I have never seen anything like this 
happen. Believe me, it was impressive. The audi- 
ence absolutely loved that band and the feeling of 
love spread throughout the club night after night, 
set after set. 

It may strike you that the word “love” is a little 
over-sentimental in such a context. But it was true. 
There is in the current Cannonball Adderley group 
a great, sweeping feeling of warmth that is the 
characteristic of jazz which, all attempts to intel- 
lectualize it to the contrary notwithstanding, marks 
it as a reflection of the best of American culture. 

When Dmitri Shostakovich, the Russian com- 
poser, went to hear his first authentic American 
jazz, he went to the Jazz Workshop and sat for an 
hour attentively listening to Cannonball’s group. 
He made no comment whatsoever, which is in itself 
a comment of sorts. But he dug. He smiled ap- 
preciatively several times, applauded vigorously on 
occasion, and leaned forward intently to watch a 
Louis Hayes drum solo. 

The Russians were the only people in four weeks 
who did not move a muscle in l ime to the band. 
The rhythm of this group is contagious and its 


overall effect might well cause the lame to walk 
and the halt to throw away their crutches. At times 
the atmosphere of the Jazz Workshop resembled a 
church as much as a jazz club. The band quite 
obviously was having a ball (“I have never worked 
a job I enjoyed more” was the unanimous verdict 
of Julian and Nat) and there was no reluctance on 
their part to show it. When Bobby Timmons’ ex- 
citing This Here (“it’s part shout and part moan”) 
would get moving, with Bobby in the midst of one 
of his full-fingered, rocking solos where he seems 
almost to be playing a duet with himself, the whole 
place would be rocking and stomping with the band. 

The Jazz Workshop is a small club on Broadway 
in the North Beach district of San Francisco. That 
street is today’s 52nd Street with jazz clubs and 
action going on all night long, people carrying on 
in the streets and flowing off the sidewalks into the 
traffic lane on the weekends. Cannonball did ca- 
pacity business all through his four weeks. On the 
weekends you couldn’t get into the club until some- 
one else got out (shades of the old Famous Door 
and the Onyx). People gathered outside the club 
to hear the band on the street (you could hear this 
band on the street, believe me) in clusters that 
blocked traffic. 

The band was together only briefly before open- 
ing in San Francisco, but by the time the album 
was cut they were sounding like a series of identical 
twins (or should I say a set of quintuplets?). For 
me, hearing this group was delightful: one after 
another its members dominated my listening on a 
number. And then the impact of the full band 
would hit. I can honestly say that it has been a 
long time since I have so thoroughly enjoyed a 
group. I only hope that some portion of this comes 
through to you in hearing the album so that you 
may share this enjoyment. 

I would like to draw attention especially to two 
tracks, Randy Weston’s smashing Hi-Fly and Bobby 
Timmons’ This Here ; to Nat Adderley’s jubilant, 
puckish playing throughout; to Julian’s incredibly 
rhythmic soloing (a chart of his accents would read 
like a drum part) , to Sam Jones and to Louis Hayes. 

And then I would like to add Jon Hendricks’ 
classic one word jazz poem : 

“Listen !” 


Ralph J. Gleason is one of the country’s most out- 
standing jazz critics, a widely syndicated columnist 
whose "Rhythm Section” appears in the San Fran- 
cisco Chronicle, Neio York Journal- American, 
Washington Neivs and other papers coast-to-coast. 


This is an album that has truly become a classic 
in its own time — one of the most exciting and one 
of the best-selling of all jazz records. 

When it was recorded, The Cannonball Adderley 
Quintet was newly organized, and making its disc 
debut. A previous band led by Adderley had been 
unsuccessful, and he had then spent a year and a 
half as a featured sideman urith Miles Davis before 
again attempting to step out as a leader. Riverside 
had, promised Cannon that his new group would be 
recorded “as soon as possible” — which turned out 
to be during the quintet’s first engagement of any 
length. San Francisco being a city without the re- 
quired recording-studio facilities, the microphones 
and tape recorders were set up in the not-too-large 
confines of the club where the group v;as working, 
making the enthusiastic audience a vital part of 
the proceedings. 

Keeping the promise to Cannonball tv mud. <nd 
to be a wonder fid example of hi valve of brini 
cast upon the waters: the resulting album was an 
instantaneous hit, gave the band a ir gi beost i-. 
its swift climb to the top. end inis best in irtzr- 
nationcllf aeclaimei success ever since. — O.K. 


Other outstanding albums by the Adderley gictp 
include — 

Nippon Soul (477 ; Stereo 9477) 

Jazz Workshop Revisited (444; Stereo 9444) 
Cannonball Adderley Sextet in New York (404; 
Stereo 9404) 

Cannonball Adderley Quintet — Plus (388 ; Stereo 
9388) 

Cannonball Adderlev Quintet at The Lighthouse 
(344; Stereo 9344) 

Them Dirty Blues (322; Stereo 1170) 

Cannonball is also featured on such LPs as — 
Cannonball’s Greatest Hits (416; Stereo 9416) 
Know What I Mean? — with Bill Evans (433; Stereo 
9433) 

Cannonball and the Pollwinners — with Wes Mont- 
gomery, Ray Brown (355; Stereo 9355) 

African Waltz (377 ; Stereo 9377) 

Cannonball Takes Charge (303; Stereo 1148) 
Cannonball Goes Latin (455; Stereo 9455) 

PRODUCED BY ORRIN KEEPNEWS. RECORDING 
ENGINEER: REICE HAMEL. COVER DESIGNED BY 
PAUL BACON. 


RIVERSIDE (MONO) 


This high (Idellty 3316 rpm monaurol recording will provide sound reproduction 
of the highest quality on either standard tong-play or stereophonic playback sys- 
tems This recorded material Is also available as a stereophonic album.. 

Produced By Riverside Records. Inc., 235 West 46th Street, New York 36. N.Y. 
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VOICE IN JAZZ 


SKY LARK 

AMONG MY SOUVENIRS 
IF YOU WERE MINE 
SO MANY BEAUTIFUL MEN (I 
WITH THE WIND AND THE R 
WITH EVERY BREATH I TAKE 
LET'S GO AROUND TOGETHI 
SOFTLY 
PORGY 
SEE SAW 

OUT OF THIS WORLD. 


I LITTLE TIME) 

IN IN YOUR HAIR 
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KITTY WHITE 



SKY LARK 

AMONG MY SOUVENIRS 
IF YOU WERE MINE 

SO MANY BEAUTIFUL MEN 
(SO LITTLE TIME) 

WITH THE WIND AND THE RAIN 
IN YOUR HAIR 

WITH EVERY BREATH I TAKE 

LET'S GO AROUND TOGETHER 

SOFTLY 

PORGY 

SEE SAW 

OUT OF THIS WORLD 


Kitty While recently made her first trip to New York. Normally there would be nothing 
astonishing about this, since there are many Californians who have never visited the East; 
but in Kitty’s case it was a little surprising in view of the fact that for years she has been a 
night club favorite amoung audiences in Los Angeles, frequently singing sophisticated 
songs with well-traveled lyrics. 

Aside from occasional side trips to such places as the Black Hawk in San Francisco and 
the Thunderbird in Las Vegas, Kitty has stayed pretty much on home base, so it will 
possibly be this, her first LP release on the EmArcy label, that will earn her the coast-to- 
coast attention she has so long deserved. 

Kitty Jean White is part of a well known musical family. Her mother, known profes- 
sionally as A. C. Bilbrew, organized what is believed to have been the first all Negro chorus 
heard in a movie (it was Hearts in Dixie, for Twentieth Century Fox). Her father sang in 
a quartet, and her uncle, Bass Harris, is a well known vaudevillian and disc jockey. 

Kitty was one of twin sisters born to the Bilbrews on July 7, 1924. Both girls grew up to 
be singers: Maudie Jeanette, Kitty’s twin, is not now active, but worked at one time in stage 
shows around Los Angeles and once understudied Ivie Anderson in Duke Ellington’s revue. 
Jump far Joy. "Our voices were very different in those days,” Kitty recalls, "Maudie’s 
was as low and heavy as mine was light — it was quite an unusual contrast”. 

The story of Kitty’s career is relatively uneventful. Earning a steady and loyal follow- 
ing as a pianist and singer in such local night clubs as the Hob Nob, where she had a 
three-year run, the Haig, and The Captain’s Table, she has also been heard (and occasionally 
seen) in numerous pictures. Among her movie assignments were Road To Paradise, The 
Pirate, Kiss Me Deadly, a bit part in Hit the Deck, and more recently The Magnificent 
Matadors, in which she sang the sound track for the main title. 

The years rooted in Los Angeles have not been unproductive. Her husband, Eddie 
White, is a song writer who collaborated with her on one of the numhers in this collection. 
So Many Beautiful Men. Together they have raised four talented children, the oldest of 

Available on 45 RPM record • E P-1-6148 


whom is a daughter, now thirteen years old. Both the girls play piano: the boys play guitar 
and trumpet respectively. 

When Kitty reached New \ork after an engagement in Chicago some months ago, her 
first interest, naturally, was to seek out the small, intimate clubs similar to those she had 
played in Los Angeles. It seems logical that before long such spots as the Blue Angel, the 
Bon Soir and the Ruban Bleu will be seeking out the services of her elegant, delicately 
phrased vocal style. 

For her first EmArcy session, Kitty concentrated on singing, while Gerald Wiggins, 
former Lena Horne accompanist, took over the keyboard. Also in the accompanying group 
are a well known tenor sax man whom you should have no difficulty in recognizing: an 
equally celebrated guitarist, formerly with Oscar Peterson: Chico Hamilton on drums and 
Red Callender on bass. 

It is hard to pick out a favorite among the performances here. The guitarist helps 
Kitty to establish a beautiful mood on the great Hoagy Carmichael-Johnny Mercer standard 
Skylark; the tenor wails in the minor key So Many Beautiful Men; Kitty is at her most 
effective on the very slow tempo established in With The Wind And The Rain In Your Hair, 
an attractive fifteen-year-old popular song. 

Among the features on the second side are Let's Go Around Together, written by former 
Felicia Sander’s accompanist Bob Ecton, and See Saw, which has some cute wordless effects 
by Kitty. This clever little tune was composed by Jessie Mae (/ Ifent To Your If edding) 
Robinson. For the benefit of those who become confused by the existence of three songs 
called Porgy, may we point out that the one Kitty sings here (Porgy, F m Your If oman \ on) 
is a switch on Bess You Is My If'oman Now , and originated, of course, in Porgy And Bess. 

Kitty White’s is a remarkable voice that owes allegiance to no particular stylist. This 
LP, recorded in Los Angeles, should be an effective means of starting another chapter in 
her career. 


THIS EMARCY LONG PLAYING recording was made possible through the use of the FINE-FAIRCIIILD 
MARGIN CONTROL process- a technique whereby it has become possible for Emarcy to produce for the 
record-buying public a disc of truly superior quality, especially with respect to brilliance, clarity, dynamic 
range and reliable stylus tracking. This record can be played on any 33-1/3 r.p.m. turntable equipped 
with microgroove pick-up, as long as pick-up playing stylus is not. WORN or DAMAGED. 


EmArcy ... A PRODUCT OF MERCURY RECORD CORPORATION. CHICAGO. ILLINOIS 
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Sometimes I Feel Like 

A Motherless Child 

I'm Glad There Is You 

Tenderly 

Nature Boy 

The Lord's Prayer 

It's Magic 

It's You Or No One 
Everything I Have Is Yours 
I'm Through With Love 
Don't Worry About Me 
Trouble Is A Man 
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Sometimes I Feel Like 

A Motherless Child 

I'm Glad There Is You 

Tenderly 

Nature Boy 

The Lord's Prayer 

It's Magic 

It's You Or No One 
Everything I Have Is Yours 
I'm Through With Love 
Don't Worry About Me 
Trouble Is A Man 


Sarah Vaughan, now in her thirty-fourth year, is currently celebrating her 
fifteenth year as a singer, during which time she has risen from an unknown 
to the very top of the popular musical world and is today acclaimed as the 
foremost jazz singer of her type. 

Born in Newark, daughter of a carpenter and a laundress, the child first 
sang at the Mount Zion Baptist Church in her home city. In her formative 
years she studied piano and organ, developing into a first rate musician. 
Her initial professional engagement came about in April, 1943, after she 
had won an amateur contest at the Apollo Theatre in New York. She was 
heard by Billy Eckstine, then Earl Hines’ vocalist, who recommended her 
to Hines and her debut featured her as a vocalist and second pianist to Hines. 
A year later she left Hines to go with Eckstine who had formed his own 
band, and on December 31, 1944 made her first recordings, organized by 
Leonard Feather. 


Sarah stayed with Eckstine through 1945, and other than a matter of some 
weeks as soloist with John Kirby at the Copacabana in the winter of 1945-46, 
she has since been on her own as a singer. She signed a Musicraft recording 
contract and was pushed by Dizzie Gillespie and Charlie Parker who 
trumpeted her praises as a new development in the jazz field. Sarah’s climb 
was not spectacular but slow and steady, working from better club to better 
club and winning ever increasing public acceptance. At Cafe Society she 
met George Treadwell, trumpeter with the J. C. Heard sextet, and married 
him in 1947. Treadwell since has devoted all his time to building her career. 


HIGH 


By 1951 she had successfully toured England and France and won an inter- 
national reputation as well as become a major attraction in the American 
concert world. Leonard Feather, a writer on jazz of the day has described 
her voice as being “completely different than that of Billie Holiday, Ella 
Fitzgerald or any other great jazz stylists before her . . . she brought to jazz 
an unprecedented combination of attractive characteristics: a rich, beauti- 
fully controlled tone and vibrato; an ear for the chord structure of songs, 
enabling her to change or inflect the melody as an instrumentalist might; 
a coy, sometimes archly naive quality alternating with a sense of great 
sophistication. The emotional impact she can convey is memorably demon- 
strated in legitimate, non-jazz performances of The Lord’s Prayer and 
Sometimes I Feel Like a Motherless Child. Her jazz qualities are beard to 
best advantage when she is accompanied by a small instrumental combo.” 
Among the awards she has won are the Esquire New Star Award, 1947 and 
the Downbeat Poll and the Metronome Poll from 1947 to date on each. 

S 
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poetry out loud — number ten 




poetry out loud — number ten 

a record of oral poetry 
produced by Peter Harleman 
ond Klyd Watkins 


SIDE ONE 

LET'S GO HEAR THE HOLY ROLLERS SING 

BAD MAN 

WILDERNESS 

I CAN SING FALSETTO 

MAYBE 

SIDE TWO 

YOUR LOVE IS A WEAPON 

(After a theme from Howling Wolf) 

LET'S LET THE WORLD GO DOWN 
GOING BELOW 

All Selections Out Loud Productions (ASCAP) 
All selections are composed ond performed 
by The Harlemons ond Klyd Wotkins. 

Cover. Patricio Horlemon 
Art direction. Chuck Wallis 
Published by Out Loud Productions 
39 Ridgetop Drive 
St. Louis, Missouri 63117 
Subscription. S9 for three records 
S4 for single records 
© Out Loud Productions, 1977 
All Rights Reserved 







The authentic jazz classic, remastered from the original live tapes on state-of-the-art equipment 

to achieve the best possible sound. 


AHMAD JAMAL 


R ME AT THE PERSHING 


Having worked at the Pershing Lounge at various times 
for the past six years, the idea developed [during a 
conversation with Leonard Chess [of Chess Records] Sid McCoy, 
eminent radio personality, and myself) to record our next 
album there at the Pershing Lounge. This present group of 
selections is the result, The tapes were made on January 16, 
1958, and each set of that night was recorded. I have chosen 
8 tracks out of 43 cut, and sincerely hope that our listeners will 
derive some degree of enjoyment from them, 

Two of the tunes are former recordings of ours we did 
some years ago, Surrey With The Fringe On Top and But Not 
For Me. Both tunes are a permanent part of our repertoire and 
are frequently requested by our audiences. I make mention 
here of the fact that of all the tunes in our repertoire, But Not 
For Me is asked for more than any other musical selection. I am 
happy to say that for all who enjoyed our former recording, but 
could not obtain it, here it is in our present album. 

Working with me are two of the finest musicians I have 
ever known, musically or otherwise, Israel Crosby, our bassist 
and Vernell Fournier, our drummer. I have had many 
treasurable moments working with both of these well-known 
musicians, and am looking forward to all of our future 
performances together. 


Ahmad Jamal 


SIDE ONE 

But Not For Me 3:15 

George & Ira Gershwin: New World (ASCAP) 

Surrey With The Fringe On Top 2:23 

Rodgers & Hammerstein: Williamson Music (ASCAPj 
Moonlight In Vermont 2:55 

Suessdorf & Blackburn: Goldsen Music (ASCAP) 
Music, Music, Music 2:43 

Weiss & Baum: Cromwell Music (ASCAP) 

No Greater Love 3:08 

Jones & Symes: World Music (ASCAP) 

SIDE TWO 

Poinclana 7:35 

Simon & Bernier: E. B. Marks (ASCAP) 

Woody’nYou 3:18 

Gillespie: Carling Music (ASCAP) 

What’s New 3:43 

Haggart & Burke: M. Witmark & Sons (ASCAP) 


Recorded January 16, 1958 during actual 
performance at the Pershing Lounge. Chicago. 


Originally produced by Phil Chess 

Personnel: Ahmad Jamal— piano. Israel 
Crosby— bass. Vernell Fournier— drums, 

Produced for reissue by 
Marshall Chess and Tomle Swan 

Reissue engineer: Eric Thorngren 
Mastering: Jack Skinner/Sterling Sound 
Cover photo: Don Bronsteln 
Album design: Mike Metz 
This album previously released as Argo LP 628 


CHESS RECORDS, A Division of Sugar Hill Records, Ltd. Manufactured by Sugar Hill Records. Ltd. .96 West Street. Englewood. New Jersey. 07631 
All Rights Reserved. Unauthorized duplication Is a violation of applicable laws. Jacket made In Canada. 

© 1983 Sugar Hill Records, Ltd CH 8302 
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CHARLES DAVIS, BARITONE SAX 
STEVE KUHN, PIANO 
JIMMY GARRISON, BASS (Side A) 
BUTCH WARREN, BASS (Side B) 
BUDDY ENLOW, DRUMS 
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SERIES 2000 by Time Records, Inc. is produced by the foremost 
artists and technicians in the world of music and sound. The last 
decade has become an era of intense specialization, no matter 
what the field. Time Records recognizes this and has applied 
this in force to its SERIES 2000. 

The creed of SERIES 2000 is craftsmanship. This product origi- 
nates through multi-channel recording. No monaural record- 
ings are made at initial sessions. It is our feeling that simulta- 
neous stereophonic and monaural recording produces a com- 
promise. However, when concentrating on recording only three 
track stereo, one achieves the best possible results. The end 
product is mixed down from the original multi-channel record- 
ing. This enables SERIES 2000 to reach the maximum peak of 
recording efficiency. 

SERIES 2000 aims to prove that people interested in increasing 
their intellectual and instinctive knowledge towards music and 
sound respond readily when confronted with new dimensions 


. . . SERIES 2000. 


A WALTZ 

CLIFTON 

BMI 

5:27 

MONK’S MOOD 

CONSOLIDATED 

ASCAP 

8:01 

IN YOUR OWN SWEET WAY 

DERRY 

ASCAP 

7:54 

HORN SALUTE 

BRENT 

BMI 

8:24 

TONICA 

DREXALL 

BMI 

2:54 

THIS LOVE OF MINE 

EMBASSY 

BMI 

6:48 


Artist & Repertoire 
Original Recording Engineer 
Re-recording Engineer 
Mastering 
Liner Notes 
Album Coordination 
Album Design 
Recorded 


Bob Shad 
Earle Brown 
Victor Brainard 
Saul Kessler 
Mark Reilly 
Arpena Spargo 
Murray Stein 
February 11, 12, 1960 


TECHNICAL INFORMATION: 

This record represents the finest quality of multi-channel re- 
cording that can be achieved through the finest equipment 
available today. 

All of our material is recorded on Ampex tape machines using 
a multiple microphone technique, so that a microphone whose 
qualities best suit the instrument being recorded can be used 
to give the optimum in sound reproduction. Microphones used 
are: Telefunken U-47, U-48, KM-54, KM-56; Western Electric 
639A, RCA-44-BX; Beyer M-160 and Sony C37A, 

The master tapes are recorded to a master disc on a Sculley 
Lathe using custom built Amplifiers driving a Westrex 3C 
Stereophonic cutting head. The Sculley Lathe is equipped with 
a fully automatic variable pitch and electronic depth control 
system, so that groove spacing and depth are always main- 
tained in an ideal relationship to the modulation on the record, 
assuring best tracking results. 

Check that your pickup is balanced and adjusted to the weight 
specified by the manufacturer. 

Not even a diamond stylus is immune to wear. Many dealers 
who handle high quality styli are equipped to shadowgraph 
your stylus and determine its condition. Take advantage of 
this service and protect your valuable record collection. 

This record should be played using RIAA reproducing equali- 
zation. 
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AND 
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Swingin’ Easy Sarah Vaughan 


6372 488 

An original MONO recording 


Side 1: 

1. Shulie a bop(S. Vaughan/Treadwell) (b) 

2. Lover man (Davis/Ramirez/Sherman) (b) 

3. I cried for you (Lyman/Freed/Arnheim) (a) 

4. Polka dots and moonbeams 

(Burke/Van Heusen)(b) 

5. Ail of me (G. Marks/S. Simons) (a) 

6. Words can’t describe (Tennyson) (a) 


Publishers: 

1: Hollenden Music Co.: 2: Pickwick Music; 3: Miller Music Corp.; 

4: ABC Music: 5: Bourne Inc.; 6: Sassy Music 

Side 2: 

1. Prelude to a kiss 

(D. Ellington/Gordon/Mills) (b) 

2. You hit the spot (Gordon/Revel) (b) 

3. Pennies from heaven (A. Johnson) (a) 

4. If I knew then (what I know now) 
(Jurgens/Howard) (b) 

5. Body and soul 

(Hayman/Sour/Eyton/Green) (b) 

6. They can’t take that away from me 

(I. & G. Gershwin) (b) 

Publishers: 

1: American Academy of Music Inc.; 2: Famous Music Corp.; 3: Jay 
Music; 4: Williamson Music; 5: Harms Inc.; 6: Gershwin Music 

(P) 1957 PHONOGRAM B.V 

PERSONNEL: 

(a) Jimmy Jones, piano 
Richard Davis, bass 
Roya Haynes, drums 

(b) John Malachi, piano 
Joe Benjamin, bass 
Roy Haynes, drums 

One of the most remarkable things about Sarah 
Vaughan through all the many years of her long 
career is the sheer consistency of her performance 
and the persisting quality of her voice, whatever her 
personal circumstances, whatever her repertoire, 
whatever her backing. That has been true of her ever 
since she first came to prominence in bands of Earl 
"Fatha" Hines and Billy Eckstine in the 1940’s, right 
up to her appearances in the 'sixties and 'seventies at 
Presidential palaces, before the highest echelons of 
society, at Carnegie Hall, and with symphony 
orchestras — appearances which publicly 
acknowledged what everybody had long known: that 
she is one of the select handful who can be named 
the greatest jazz singers of all time. 

What has made Sarah unique even within that group 
is her superb technique — the unbelievable breath 
control, even in later life, the subtle phrasing, the 
infinite gradations of shading in her intonation, her 
acute sense of pitch, her astonishing vocal range, 
and her matchless ease of delivery in whatever 
register she sings. 
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All these were perhaps heard to best advantage when 
at the height of her career she appeared with small 
backing formations of her own choosing. Her teams 
were picked with care for Sarah is a perfectionist in 
every respect, and the results were exceptional. 

Some of them can be heard on this collection, which 
first appeared in 1957. 

On four of the tracks (viz. "I cried for you," "All of me," 
"Words can’t describe," and “Pennies from heaven") 
Sarah is accompanied by Jimmy Jones (piano), 
Richard Davis (bass), and Roy Haynes (drums). Jones, 
from Chicago, first attracted attention in the Stuff 
Smith Trio and later with J. C. Heard’s band. He 
joined Sarah in 1947 and toured with her for several 
years before ill health forced him to retire for a time 
and turn eventually to composing, arranging, and 
conducting. He was to meet up again with Sarah 
under happy circumstances in 1973 when he was 
arranging for the spectacular “Duke Ellington. . . We 
love you madly," 

Richard Davis, also from Chicago is a classically 
trained musician who had played with a number of 
symphony orchestras before he joined Sarah from the 
Dond Shirley Duo. He, too, is a gifted composer and 
he switches from jazz to classical withcomplete ease. 
In the 'sixties and 'seventies he was to work with 
such diverse people as Benny Goodman, Eric Dolphy, 
Igor Stravinsky, and Leonard Bernstein and the New 
York Philharmonic. 

Roy Haynes worked with Miles Davis and Charlie 
Parker before joining Sarah in 1953. He was also 
associated then with Stan Getz and later was to team 
up with Gary Burton before forming his own Hip 
Ensemble in 1970. 

On the othertracks Sarah’s trio is made up of pianist 
John Malachi, the late Joe Benjamin on bass, and 
drummer Haynes. Malachi, who had played in the 
mid-1940’s in the Billy Eckstine band in which Sarah 
was the girl vocalist, was Sarah's trio pianist from 
1952 to 1954. Accompaniment is his speciality and he 
has regularly backed some of the very best singers. 
Joe Benjamin, who toured with Sarah from May 1953 
to June 1955, was a veteran big-band bassist who in 
later years worked closely with Duke Ellington as a 
copyist and sideman until his death after a car 
accident in 1974. Just before joining Sarah he had 
been playing in the Gerry Mulligan Quartet. 

“Shulie a bop," which starts the proceedings, is a 
minor-key affair that enables Sarah to introduce 
Malchi, Benjamin, and Haynes individually. They 
have 16 bars apiece and Sarah bops her way 
confidently through the wordless melody in a style 
that reflects her long association with Gillespie, 
Parker, and other pioneers of the jazz revolution of 
the 1940's, Malachi, too, was one of the first fully 
fledged bop pianists, though he has unjustly received 
less critical attention than others. 


“Lover man," made famous by Billie Holiday in 1944 
and first recorded by Sarah with the Gillespie-Parker 
group in 1945, is tenderly treated here with that 
wonderful feeling for subtle melodic variation that is 
so much a part of Sarah's artistry. In “I cried for you," 
written by Gus Arnheim, Abe Lyman, and 
Arthur Freed in 1923, she takes two swinging, 
ecstatic choruses before returning to respectful 
ballad style for “Polka dots and moonbeams,” one 
of Sinatra's early successes. 

"All of me" has three choruses, in the second of 
which Sarah bops in an extraordinary manner, 
covering more than two octaves and demonstrating 
that her remarkable range enables her, perhaps more 
than any other singer, to use her voice as an 
instrument. “Words can't describe," which closes the 
first side, is a tune discovered by Sarah herself. 
Jimmy Jones has a short but very pretty interlude on 
this one. 

"Prelude to a kiss” is a graceful revival of a Duke 
Ellington hit of 1938. “You hit the spot,” first 
published in 1935, was one of the products of a well- 
known song-writing team of the 1930’s. 

Sarah takes full advantage of the verse on this one 
before going into tempo for a swinging chorus. Note 
the drum and bass gimmicks at the close. “Pennies 
from heaven," from the 1936 movie of the same name, 
is taken slower than one might expect. There is a 
rhythmic suspension each time Sarah reaches the 
title and in the second chorus she creates a brand 
new melody. “If I knew then” was a popular song of 
1939 written by bandleader Dick Jurgens and Eddy 
Howard, who was then his vocalist. Once again Sarah 
lets herself go on the second chorus with some 
freewheeling bop improvisation. “Body and soul" has 
a special place in Sarah Vaughan's repertoire, for it 
was one of the numbers she featured at the Apollo 
Theatre in New York City on April 29, 1943, when she 
made her professional debut as singer and second 
pianist with the Earl Hines band. 

Finally the Gershwin standard “They can't take that 
away from me" gets a gently moving treatment with 
an introduction in which Sarah murmurs "Ah, take me 
home once more!” The second time around, when 
she comes to the line "The way you sing off-key," 
she doesn’t miss the opportunity and her normally 
perfect pitch makes the humour more delightful. 

All in all this is Sarah at her best. But when has she 
ever been anything else? 


0,'eit UMf, puilWtloH, 

phonogram H A 


,m wttouii iWHiiunrn mi: 




MAVERICK. . .THE SOUNDTRACK 

Renegades, Rebels And Rogues - Tracy Lawrence • A Good Run Of Bad Luck - 
Clint Black • Maverick - Restless Heart • Ophelia - Vince Gill • Something Already 
Gone - Carlene Carter • Dream On Texas Ladies - John Michael Montgomery 


Executive Album Producers: Mark Hartley & Larry Fitzgerald • Executives In Charge Ol Music Foi 
Warner Bros.. Gary LeMel & Doug Frank • Mastered by Denny Purcell at Georgetown Masters 
Originally edited by Carlos Grier & Don Cobb • Mastered using N.T.I. EQ HDA EQ 
® 1 994 Atlantic Recording Corporation tor the United States and WEA International Inc.- 
for the world outside of the United States. © 1 994 Icon Distribution, Inc. and Warner Bros. 

Mfg. by Atlantic Recording Corp., 75 Rockefeller Plaza, N.Y., N.Y. A Time Warner Company 





MAVERICK. . .THE SOUNDTRACK 

Ladies Love Outlaws - Confederate Railroad • Solitary Travelers - Hal Ketchiim • The Rainbow 
Down The Road - Patty Loveless/Radney Foster • You Don't Mess Around With Me - Waylon 
Jennings • Ride Gambler Ride - Randy Newman • Amazing Grace The Maverick Choir 


Executive Album Producers: Matfc Hartley & Larry Fitzgerald • Executives In Charge Of Music For 
Warner Bros.: Gary LeMel & Doug Frank • Mastered by Denny Purcell at Georgetown Masters 
Originally edited by Carlos Grier & Don Cobb • Mastered using N.TlI. EQ HDA EQ 
& 1994 Atlantic Recording Corporation for the United States and WEA International Inc. 
for the world outside of the United States. © 1994 Icon Distribution, Inc. and Warner Bros. ' 
Mfg. by Atlantic Recording Corp., 75 Rockefeller Plaza, N.Y., N.Y. A Time Warner Company 
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STEREO 


MONMOUTH 

mmrgreetf 


SNOWFALL 

A Memory of Claude 


MRS-6606 


SIDE 1 


1. SNOWFALL (Thornhill) 

LOVE TALES (Rose - Rysn) 

2. TRAUMERE1 (Schumann arm Thornhill) 

3. SLEEPY SERENADE (Singer - Greene) 

4. WHERE OH WHERE HAS MY LITTLE BOG 

GONE? (PD) 

5. WHERE OR WHEN (Rodgers-Hart) 

6. SNOWFALL (Thornhill) 
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STEREO 


SNOWFALL 

A Memory of Cleude 


MRS-6606 


SIDE 2 


1. SNOWFALL (Thornhill) 

SOUTH (Hayes - Mote n) 

2. JOSEPHINE (Kahn - Bivens - King) 

ALLEY CAT (Bjorn) 

3. CANADIAN SUNSET (Gimbel - Heywood) 

4. NEVER ON SUNDAY (Hadjidakis - Towne) 

G R £ E N V. y r § : t/< :-i] a n d a ; • >j t r e r z • R i v e r a 

- Woods) 

BRAZIL (Barroso - Russe!) 

5. ROYAL GARDEN BLUES (C. & S Williams) 
G. SNOWFALL (Thornhill) 
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FAST SLIDE SUICIDE 
WAITING 


SUNDANCE* 

THRU THE NIGHT 
A GIRL AND HER DOG 


Produced by Steve Earle 
All songs written 
by Guilt 
except * written 
by Guilt & Steve Earle 


Univer 






A fully produced, 
30-minute interview special 
Featuring Caetano’s 
reflections on each song, 
followed by each full cut. 


PLUS edited comments 
about each song. 


Includes: 

Rai Das Cores 

(music video now playing on VH-1) 

Este Amor 
Meia-Lua Inteira 


PR 8162 






Elektra Nonesuch 


STEREO 33 1/3 RPM 
PR-8162* A SIDE 

© 1 990 Elektra Entertainment 

All rights reserved. 




GAETANO VELOSO: 


INTERVIEW AND MUSIC 


From "ESTRANGE! RO" - 60898 

Continuous music and comments, in order: 

1 0 Estrangeiro 2 Rai das Cores 3 Branquinha 
4 Os Outros Romanticos 5 Jasper 6 Este Amor 
7 Outro Retrato 8 Etc. 9 Meia-Lua Inteira 
ST-PR-8162A-SP (24:30) 

From an interview conducted and engineered 
by Gerald Seligman in Rio De Janeiro, October 1989. 
Produced by Gerald Seligman and Scott Lehrer 
Radio special engineered by Scott Lehrer 
of Passport Studios. New York. 


Promotional copy, notfor sale 
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Elektra Nonesuch 


STEREO 33 1/3 RPM 
PR-8162 *B SIDE 

® 1990 Elektra Entertainment 
All rights reserved. 
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CRV 67842 
FACE A 
33 TOURS 
STEREO 
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JEAN-CLAUDE APRILE 

1. THE ROSE (A. Me Broom) 3'44 

2. FEELINGS (Morris Albert) 4'09 

3. WOMAN IN LOVE (B.R. Gibb) 3'45 

4. LADY (L. Richie, Jr) 3'30 

5. CHANTE LA VIE (F. Monteil) 2'46 

6. THE WAY WE WERE 3'16 < 

(A.M. Bergman/M. Hamlisch) 
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CRV 67842 
FACE B 
33 TOURS 
STEREO 


DISTRIBUTION 

CARRERE 


JEAN-CLAUDE APRILE 



1. TOI MA NUIT (F. Monteil/JC Aprile/F. Monteil) 3'24 

2. SEUL AVEC MES REVES 2'56 
F. Monteil/JC Aprile/F. Monteil) 

3. LETTRE A MARIKA (F. Monteil) 3'07 

4. ELLE COURT (F. Monteil) 3'14 

5. RIVAGES (F. Monteil) 3'43 

6. MIDNIGHT BLUES 2'19 
F. Monteil/JC Aprile/F. Monteil) 
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Prb&ueed by; Jim Porter ' 
Mamdacfured by Complete Productions the. 
7520 Broadway. Merrillville; IN 46410 
11 1981 Erect Records 
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/ 4^'JO'H: WHAT A WORLD 4: 11 
(Ari Brown) 

Ari Music Go. (BMO 

Executive Producer: Jim Porter, Joe Sotiros 
Produced by: Jim Porter 
Manufactured by Complete Productions, Inc 
7520 Broadway, Merrillville, IN 46410 
p> 1981 Erect Records 
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LEE STOVER 
For The First Time 1 2 3 4 




1. Satin Doli — 2:08 
riercer-Strayhorn-Ellington /Tempo ASC 

2. In the Wee Small Hours — 2:37 
(Hiliiard-Mann/ Evans ASCAP) 

3. Love Me or Leave Me — 2:21 
(Kahn & Donaldson/Kahn ASCAP) 

4. Since I Fell For You — 4:50 
(Johnson /Advanced ASCAP) 
You r d Be So Nice To Come Home To — 
(Porter/Chappell ASCAP), 


JIM CROWLEY 


I INTERLUDE (2:54) 

H. Shaper - G. Delerue 

2. WAIT UNTIL DARK (3:06) 

J. Livingston, R. Evans - H. Mancini 
Voice - Helene 

3. Theme from the 2nd Mvt, 21st Piano Concerto 
(C Major) W. Mozart (3:19) 


VINE STREET JT RECORDS 


4. IF YOU LOVE ME, REALLY LOVE ME (4:44) 
G. Parsons, E. Piaf - M. Monnot 

Voice - Helene 

5. WHEN I LOOK IN YOUR EYES (3:39) 

L. Bricusse^. 
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ELLA FSTZGERALD 1 

sings 

THE RODGERS & HART 
SONG BOOK 

Arrangements and 
Orchestra conducted by 
BUDDY BREGMAN 


V-4022 A 

( 50 , 134 ) 

VOL. 1 


1. HAVE YOU MET MISS JONES? 
(Rodgers-Hart) Chappell & Co., Inc. 
(ASCAP) 

2. YOU TOOK ADVANTAGE OF ME 
(Rodgers-Hart) Harms, Inc. (ASCAP) 

3. A SHIP WITHOUT A SAIL 
(Rodgers-Hart) Harms. Inc. (ASCAP) 

4. THIS CAN’T BE LOVE 
(Rodgers-Hart) Chappell & Co., Inc. 
(ASCAP) 

5. THE LADY IS A TRAMP 

(Rodgers-Hart) Chappell & Co., 

Inc. (ASCAP) 

tj. MANHATTAN (Rodgers-Hart) 

Edward B. Marks Music 
Corp. (ASCAP) 

V* 


^-M £TR0 , 0L 0^' 



HNNY ONE NOTE 
odgers-Hart) Chappell & Co., Inc. 
VISH I WERE IN LOVE AGAIN 
odgers-Hart) Chappell & Co., Inc. 
RING IS HERE (Rodgers-Hart) 
bbins Music Corp. 

NEVER ENTERED MY MIND 
odgers-Hart) Chappell & Co., Inc. 
ERE OR WHEN 
odgers-Hart) 

‘I & Co., Inc. 

GIRL BLUE 
odgers-Hart) 

B. Harms Co. 

(ASCAP) 


•WcTiTli 



i & -■ i 
XUt 

BILLIE 


SINGS 

BLUES 


HOLDAY 


V-8099 A 

( 11 , 656 ) 


LADY SINGS THE BLUES 
( H oliday- Nichols) 

Northern Mus. Corp. (ASCAP) 

TRAV’LIN’ LIGHT (Mundy- Mercer) 
Bregman, Vocco & Conn, Inc. (ASCAP) 

I MUST HAVE THAT MAN 
(McHugh-Fields) 

Mills Music, Inc. (ASCAP) | 

SOME OTHER SPRING 
< Kitchings- Herzog) Edward B. 

Marks Mus. Corp. (BMI) / 

STRANGE FRUIT (Allan) 

Edward B. Marks Music Corp. (BMI; 

NO GOOD MAN 
(Higginbotham-Fisher-Galiop) 

North Mus. Corp. (ASCAP) ^ 
(Under the personal supervisioncy 
of Norman Granz) 

x* 


** ° F Metro goldv^'^ ' 



SINGS 
THE BLUES 


BILLIE HOLIDAY 


V-8099 B 

( 11 , 657 ) 


1. GOD BLESS THE CHILD 
(Holiday- Herzog, Jr.) 

Edward B. Marks Mus, Corp. (BMI) 

2. GOOD MORNING HEARTACHE 
(Higginbotham-Drake-Fisher) 

Northern Mus. Corp. (ASCAP) 

3. LOYfE ME OR LEAVE ME 
(Dgnaldson-Kahn) 

Bregman, Vocco & Conn, Inc. (ASCAP) 

4. TOO MARVELOUS FOR WORDS 
(Mercer-Whiting) Harms, Inc. 
(ASCAP) 

5. WILLOW WEEP FOR ME 
(Ronell) Bourne, Inc. (ASCAP) 

6. I THOUGHT ABOUT YOU 
(VanHeusen-Mercer) Burke & 
VanHeusen, Inc. (ASCAP) * 

(Under the personal supervision 6 
of Norman Granz) 

s' 

> r 


° r Metro-GOLD^** ^ 




^vvf.shlptoshoremeai 


SIDE A (THIS SIDE) ' 
1. Family Vacation 
Z. Love Inside This Magic Circle 
3. Baby Do A Thing With Me 
4* Adrift in a Sea of Madness 

5. Caretaker 

6. Decision 


SIDE B (OTHER SIDE) 

1. Uncontrollable Passion 
Z. A House Divided 
, 3* Manos, Thy Will Is Done 

4. Chaos 

5. An Unfulfilled Desire 

6. The Servant Fails the Master 

7. Sacrifice 

8. The Futility of Fighting Fate 

9. Manos Has You Now 

10. The Circle of Fate 

ll. Forgetting You (Love Theme from 
Manos: The Hands oi Fate ) 


Original Music by 

Russ Huddleston & Robert Smith, Jr. 

33 1/3 RPM STS-OOS 
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MADE 

IN JAMAICA 

29 Maxfieid Ave. 
Kingston 13 
Jamaica W.l. 
Phone: 92-38792 

J & L Records 

Dist. Channel One 
365 Utica Avenue, 
Brooklyn 
NY, 11213 
Phone; 

212-773-1100 


A-LfN/Q 

AML I/V5 


Unauthoriseo 
Copying 
is Prohibited 
I Diet. By 
CHA CHA 
Records 
2a Craven 
Park Rd. 

London N,W. 10 
Phone: 
01-961-0734 




RELEASE 

BY 


MADE 

IN, JAMAICA 

29 Maxfield Ave. 
Kingston 13 
Jamaica W. I. 
Phone: 92-38792 

J fii L Fiords 

DiSt. Channel One 
365 Utica Avenue, 
Brooklyn 
NY. 11213 
Phone; 

212-773-1100 


© 1978 . 

Unauthorised 
Copying j 
is Prohibited 
Dist. By I 
CHA CHA/ 
Record* / 

2a Crave iy 
Perk Rd./ 
London jl'.W. 10 
Phone: / 
01-961-0734 A 


i WliH 


IT WOULD 
Adopted 
TAMLINS 



H 0/a 7 71 

K & K RECORDS 


S Pfoduced by 
0 Paul Khouri 
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" SHINING STAR " 
(Graham & Richmond) 

EDDIE LOVETTE 



SIDE - A 
45 RPM 
Time 8:40 




/cable la^ s 


, B» 1 


oduced by : 
aul Khouri 




45 RPM 
SIDE 1 

1982 




Marketed by 
Tori Records 
Brooklyn, N. Y. 
Tel. 212-345-3034 

STEREO 

9-28-A 


TORI 


RECORDS 


45 RPM 
SIDE 2 

1982 




TRUE LOVE 

T. Chandell Music 

TIM CHANDELL 

All rights of the manufacturer 
or copying of this record 
•s prohibited 


Marketed by 
Tori Records 
Brooklyn, N. Y. 
Tel. 212-345-3034 

INSTRUMENTAL 

STEREO 

9-28-B 


Rain bo Records 

Manufacturing Corporation 

8960 Eton Ave., Canoga Park, CA 91304, 818-280-1100 

TEST PRESSING 



RECORD 1 


Rainbo Records 

Manufacturing Corporation 

8960 Eton Ave., Canoga Park, CA 91304, 818-280-1100 

TEST PRESSING 


CUSTOMER: 

S- 


DATE: 


MATRIX #: 


COMMENTS: 





WHY DID 
LENNY BRUCE 
DIE? 


KAO 4 2 630 

(KAO I -2630) 


SIDE 1 
THE RISE 


edited anti "'''reduced by 
Lawrence Schiller 


*C. „ . oG^ 

S * T M . 



KAO -(2630 

IKAO2 2630) 


W VT\ Z ? -D 

LENNY BRUCE 
D I E ? 


S I D E 2 
T H E ■ FA L l 


Edited and Produced by 
Lawrence Schiller 


■'* c 


E^yptiay\_ 

EMPIRE 

R E C O R D S 

2:0’CL0CK 


DM SR -00883 

Royal Flush 
(BMI) 


/ p b 




SIDE ONE 
331/3 RPM 

Executive Producer: 
Egyptian Lover 






1. GOTTA GET THAT GIRL (Radio Version) (4:03) 

2. GOTTA GET THAT GIRL (12" Version) (4:45) 

3. GOTTA GET THAT GIRL (Bonus Beats) (2:45) 


Co' 


A 






> 


\s> 


Produced, Arranged, Written, Composed by 
Marcellace & Ricky Raleigh for 
Marvic Productions 


% 


O. 


'^OlSr 

Abhors 8306 WILSH' pt 






<o J 




<2> v 


( 2 13 ) 293-0438 


Egyptiov\_ 

EMPIRE 

RECORDS 

2:0’CLOCK 


DIVISR-00888 

Royal Flush 
(BMI) 


SIDE TWO 
33 Vs RPM 

Executive Producer: 
Egyptian Lover 


, 1. CRYING (Radio) (4:55) 

^ 2. GOTTA GET THAT GIRL (Instrumental) (4:03) 
\ 3. GOTTA GET THAT GIRL (Acapella) (2:45) < 




%S> 


%- 


Produced, Arranged, Written, Composed by 
Marcellace & Ricky Raleigh for 
Marvic Productions 
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( 2 13 ) 293-0438 









trunk 


PALMER ROCKEY’S 

SCARLET LOVE 


Side 1 
JBH050LP 

P/C 2013 Trunk Records 

All rights of the manufacturer and of 
the owner of the recorded work 
reserved. Unauthorised copying, 
public performance and broadcasting 
of this record prohibited. 


1. LONGING FOR YOU 3.30 

Palmer Rockey 

2. SMILE PRETTY BABY 3.05 

Palmer Rockey 

3. ROCK IT NICE N’ EASY 4.05 

Palmer Rockey 

4. FEELINGS OF LOVE 3.00 

Palmer Rockey 

5. SCARLET MOVES 3.00 

Palmer Rockey 

Produced by Palmer Rockey 
MADE IN EU 



r PALMER ROCKEY’S 

r SCARLET LOVE 

Side 2 
JBH050LP 

P/C 2013 Trunk Records 

All rights of the manufacturer and of 
the owner of the recorded work 
reserved. Unauthorised copying, 
public performance and broadcasting 
of this record prohibited. 


1. SCARLET LOVE 3.20 

Palmer Rockey 

2. THAT’S REAL COOL, BABY 3.37 

Palmer Rockey 

3. LONESOME TONIGHT 1.45 

Palmer Rockey 

4. SCARLET WARNING 1.40 

Palmer Rockey 

5. SUNDAY LOVE 2.15 

Palmer Rockey 

6. ROCKEY’S ROCK 2.15 

Palmer Rockey 


0 


STEREO 

337s RPM 


Produced by Palmer Rockey 
MADE IN EU 


IMMIGRANT 
CITY 


TM 


Side One 
0X749A 


Produced & Arranged: Carlos 
Engineer: John Chase 
Additional Mixes: Wendell Edmunds 
Guitar: Leo Quintero 
Background Vocal: Concetta Britto 
Executive Producer: Pat Costa 


33 1/3 RPM 
Stereo 


RICO BARR 

1 - Forbidden Love 3:30 

(R. Barr) ©Sorceror Music, ASCAP 

2 - Amor Prohibido 3:30 

(R. Barr, C. Campos) 

©Sorceror Music, ASCAP, C & C Music, BMI 

^1990 Immigrant City Records 
231 Sutton St. 

North Andover, MA 01845 
(508) 686-9811 


IMMIGRANT 

CITY 

►>>>>>>> 


TM 


SideTy 

0X7^ 


Proceed & Arranged: Carlos Campos 
Ej^meer: John Chase 

jitional Mixes: Wendell Edmunds 
fuitar: Leo Quintero 
[Background Vocal: Concetta Britto 
xecutive Producer: Pat Costa 


33 1/3 RPM 
Stereo 


BARR 

Forbidden L3^fc(Wendell’s Mix) 3:27 

(R. Barr) ©Sorceror^l^ic, ASCAP 

Modern Romance^dS 

(R. Barr) ©Sorceror Music^BCAP 

S 1990 Immigrant City Records 
231 Sutton St. 

North Andover, MA 01845 
(508) 686-9811 


John Rennie High School 
TRAVELLING MUSIC 


SIDE I 


CTM 6084 

(MS-10640) 


1. DAY BY DAY (2:35) 

2. MOZART FESTIVAL (6:32) 

3. YESTERDAY (2:01) 

4. HOOTENANNY FOR BAND (5:38) 



SIDE li 


John Rennie High School 
TRAVELLING MUSIC 



CTM 6084 

(MS-10641) 


1. APRIL IS IN MY MISTRESS’ FACE (2:28) 

2. RAINDROPS KEEP FALLIN’ ON MY HEAD (2:10) 

3. MOOD INDIGO (2:45) 

4. ONE (2:10) 

5. BRIDGE OVER TROUBLED WATER (3:49) 

6. HALLELUJAH CHORUS (3:30) 



Chill Hill Records 
ZINA CARTER 


SEPARATE THE MEN FROM THE BOYS 




CH-0133 

Produced By: 
Troy DeVoe 
for Chill Hill 
Production Inc. 




\ 




/ 


SIDE A 

33 1/3 RPM 
® & © 1987 
Engineered By: 
Paul Arnold 


SEPARATE THE MEN FROM THE BOYS 

(RADIO MIX) 

(Troy DeVoe) 





Chill Hill Records 
ZINA CARTER 


SEPARATE THE MEN FROM THE BOYS 


CH-0133 

Produced By: 
Troy DeVoe 
for Chill Hill 
Production Inc. 




SIDE B 

33 1/3 RPM 
© & © 1987 


SEPARATE THE MEN FROM TH 
(DUB MIX) 

2. "SEPARATE THE MEN FROM THE BOY 
(INSTRUMENTAL) 

(Troy DeVoe) 


Produced by 
Norberto "Norty' 
Cotto 4 Felix 
Phelix 

STEREO 
33 1/3 RPM 


SOUTHWAY 

DO YOU WANNA DANCE 

(F. Phelix, N. Cotto) 

A. CLUB DANCE (7:13) 
PIANO DANCE (2:10 



BAD BOY ORCHESTRA 

Mixed by "Naughty" Norty & Felix Phelix 

Recorded at Power Play/ 

Engineer: Norbert "Norty" Cotto/ 
Mastered at Frankford/ Wayne 
by Chris Gehringer 

*° S - Broadway, wt* ' i °'^ 




STEREO 

33 1/3 RPM 


BAD BOY ORCHESTRA 



SWS-1002-B 

B 198? IASY 
STRUT RECORDS/ 
Andi-Girl Mum/ 

Naughty Ray Mutic/ 
Xilaf MuticRMI 


Mixed by "Naughty'' Norty & Felix Phelix 

Recorded at Power Play/ 

Engineer: Norbert "Norty" Cotto/ 

Mastered at Frankford/ Wayne ^ 

by Chris Gehringer 


°ROs . uSO' 

5 - 4 <« esoAowM t** 




R&S Records, Inc 


Limited Edition 
RS 840 B 


STEREO 
33Vs RPM 



A Disco Classic 



\ 


Time 6:58 


EVERYBODY HERE MUST PARTY” 

(Deborah, Dorothy & Denise Clement) 

"DIRECT CURRENT” 

M & A Publishing, Phi la , Pa. ASCAP 
Recorded Virtue Studios, Phila., Pa. 

Produced by Doug King & Nick Martinelli 
for King Stewart Productions. 

Mixed by Billy Kennedy 





Code #59B 
33 1/3 RPM 



• Time: 6:58 


EVERYBODY HERE MUST PARTY 

(Deborah, Dorothy & Denise Clement) 


INSTRUMENTAL 


M & A Publishing, Phi la . , Pa. ASCAP 
Recorded: Virtue Studios, Phila., Pa. 
Produced by: Doug King & Nick Martinelli ' 
for King-Stewart Productions 
Mixed by: Billy Kennedy 




'<9 


sp RU 


cp ST . PHILA ■ 




CP 





Published by: 
Canary Music, 
Danmat Inti. (BMI) 


TAS-2806 
SIDE-A-33V3 RPM 
Time: 5:44 

Re-Mixed by: 




Published 
Bolen-Ga 
Danmar 

Produced t 
David Pint* 



Executive Producer: 
David Feinstein 


“FEELS LIKE MAGIC ’ ’ . . ."EDITED VERSION 

(Eileen Kiniry) 

“LOVE MADE IN HEAVEN’’ ( 3 : 53 ) 

(Bolen-Garey) 


J*** by Peter Pa" VO 
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BILLIE HOLIDAY 

BILLIE HOLIDAY - TALKS AND SINGS 


SIDE ONE 

'? - ; is 

STEREO 


1. I’VE GOT IT BAD 5:52 

2. JUST FRIENDS 2:48 

3. WALKIN IN HEAVEN WITH YOU 2:00 

4. GHOST OF A CHANCE 1:51 

5- PLEASE DON’T TALK ABOUT ME 

6. EVERYTHING HAPPENS TO ME 2:55 

7. I DON’T WANT TO CRY 5:30 


silver mine 



BILLIE HOLIDAY 

BILLIE HOLIDAY - TALKS AND SINGS 


SIDE TWO 
STEREO 


1. PRELUDE TO A KISS 

“I MUST HAVE THAT MAN" 3:52 

2. PLEASE DON’T TALK ABOU1 ME 2:00 

3. WHEN I’M GONE 1:58 

4. RESTLESS 5:00 

5. MOONLIGHT IN VERMONT 

6. JEEPERS CREEPERS 2:10 

7. TALK ENDING/ 

JEEPERS CREEPERS 3:50 


S'LVER MINE lN C -’ 







D-50009 

r.0872 


Yak Music l#MI) 2:10 
Y NIGHT (Up nrad 
-ASCAP) 2:05 


sic-BMI)3:30 

lixon) 



NG IN 


WH 




fS WHERE IT’S ATI records 


OTIS SPANN 
THE BLUES IS WHERE IT'S AT 


1. POPCORN MAN (M. Morganfleld) 

(Pamco Music, Inc. - BMI) 2:20 

2. BRAND NEW HOUSE 
(W. Harris, B. Darin) 

(Tweed Music/Walden Music - ASCAP) 3:04 

3. CHICAGO BLUES (0. Spann, G. Spink) 

(Pamco Music, Inc. - BMI) 

.STEEL MILL BLUES (Otis Spann) 

~imco Music, Inc. - BMI) X4:17 

5. DOVfN ON SARAH STREET (Otis Spann>^ 
(Pamco Music, Inc. - BMI) 3:05 



/ 


OTIS SPANN 

/ 

THE BLUES IS WHERE IT'S AT 

■6003 
lids 2 


1. T’AIN'T NOBODY'S OIZNESS IF I DO 

(Granger, Prince, Williams) 

(MCA, Inc. - ASCAP) 


3:52 


2. NOBODY KNOWS CHICAGO LIKE I DO (PARTY BLUES) 

(Otis Spann) (Pamco Music, Inc. - BMI) 2:35 

3. MY HOME IS ON THE DELTA (M. Morganfield) 

(Arc Music Corp. • BMI) 3:12 


4. SPANN BLUES (Otis Spann) 
(Pamco Music, Inc. • BMI) 




4:28 


r /i 


HIGH 


FIDELITY 



THE GERRY MULLIGAN QUARTET 

GERRY MULLIGAN, Baritone & Piano; JON EARDLEY 
Trumpet; RED MITCHELL, Bass; CHICO 
HAMILTON, Drums 


I i 
! i 


SIDE I 



1. BLUES GOING UP 
(Mulligan) 

2. LITTLE GIRL BLUE 
(Rodgers and Hart) 

3. PIANO BLUES 
(Mulligan) 

4. YARDBIRD SUITE 
(Parker) 


(ST-600) 


f; ' 


Sr 


High Fidelity Recording 

33’/3 RPM 
Microgroove 





HIGH FIDELITY 



THE GERRY MULLIGAN SEXTET 


GERRY MULLIGAN, Baritone; BOB BROOKMEYER 
Valve Trombone & Piano; ZOOT SIMS, Tenor; 

JON EARDLEY, Trumpet; RED MITCHELL, 

Bass; LARRY BUNKER, Drums 

, \ \ 

SIDE II i'" '') (ST-601) 


1. V/ESfERbi REUNION 
(Mulligan)' 

2. I KNOW, DON'T KNOW HOW 
(Mulligan) 

3. RED DOOR 
(Sims) 


High Fidelity Recording 

33tt RPM 
Microgrooye 



All 



SPEED 33-i 




Band 1 — ST. LOUIS BLUES ( Handy , arr. Lindup ) 
Band 2— MEMPHIS BLUES ( Handy , arr. Roullier ) 
Band 3— BLUES IN THE NIGHT ( Arlen , arr. Lindup) 
Band 4— LIMEHOUSE BLUES ( Braham , arr. Roullier) 

Band 5— BASIN STREET BLUES 
(Williams, arr. Keating) 

Band 6— THE JAZZ ME BLUES 

(Delaney, arr. Dollimore) > 

TED HEATH AND 
% HIS MUSIC 


Rec ° Rd prohibited 


ALL RlSKft 



SPEED 33-i 


9WTVZ 


Band 1— ST. JAMES’ INFIRMARY (Primrose, arr. Lindup ) 

Band 2— TIN ROOF BLUES 
(New Orleans Rhythm Kings, arr. Lindup') 

Band 3— IT’S THE BLUEST KIND OF BLUES MY BABY 
SINGS (Reinhardt, arr. Roullier) 

Band 4— HONKY TONK TRAIN BLUES (Lewis, arr. Roullier ) 
Band 5— A BLUES SERENADE 

( (Parish, Signorelli, arr. Dollimore) A 

Of Band 6— ROYAL GARDEN BLUES 

^ (5. & C. Williams, arr. Roullier) ^ 

% TED HEATH AND 

%,,, HIS MUSIC ^ 


PROHIBITED 



® 1979 TANGERINE RECORDS, INC. 



MILTON SEALEY 


F/W 19097 
SIDE TWO 

i 

1. VIRGIN ISLAND WATERS (Sealey) 4 24 
2. WHAT ARE YOU DOING THE REST OF 
YOUR LIFE (LE GRAND) 2:26 
3. MISS DORIAN (SEALEY) 3:10 
4. HARDLY A DAY (sealey) 4 49 
5. AS TIME GOES BY (hupfeld) 451 



Stereo 
33 1/3 RPM 


® 1979 TANGERINE RECORDS, INC. 


LA MUSICA CUBANA ALREDEOOR DEL MUNDO 

PRODUCIDO Y DISTRIBUIOO POR EGREM HABANA-CUBA 


NICOLAS GUILLEN 

DICE SUS POEMAS 


\ 


V 




R.P.M. 

LDA-3340 
CARA A 


1. ARTE POETICA 2. UN LARGO LAGARTO VERDE 
3. CANCION PUERTORRIQUENA 4. LITTLE ROCK 
5. DONA MARIA 6. MUERTE 7. DEPORTES 
8. ACANA 9. SON No. 6 . qc 

10. EL ABUELO 11. CAMINANDO 



1. CANCION DE CUNA PARA DESPERTAR UN NEGRITO 
2. 4 PUEDES? 3. SOLDADO APRENOE A TIRAR 
4. NO SE PORQUE PIENSAS TU 5. GUITARRA 
6 . ELEGIA 7. PALMA SOLA 8 . AGUA DEL RECUERDO 

9. UN SON PARA NINOS ANTILLANOS 

10. EL NEGRO MAR 11. EL APELLIDO 


SideA Mono 

DEMI-01 19-A 

Stories and Songs of the Civil War 

1.3.5.7. Ralph Bellamy 

2.4 .6.8. Ed McCurdy 

1 Abraham Lincoln (Script: Feuerlicht) 

2 El-A-Noy (Traditional) 

3 The Monitor (Script: Feuerlicht) 


4 The Battle Cry of Freedom (Traditional) 

5 David Glasgow Farragut (Script: Feuerlicht) 

6 Tenting on the Old Camp Ground 
(Traditional) 

7 Ulysses S. Grant 
(Script : Feuerlicht) 

8 When Johnny Comes Marching Home 
(Traditional) 

Accompaniment by Al Caiola 

TM(s) ® RCA CORP.-MADE IN U.S.A. 

® 1975 RCA RECORDS 




SideB Mono 

DEMI-01 19-B 

Stories and Songs of the Civil War 

1.3.5.7. Ralph Bellamy 

2.4.6.8. Ed McCurdy 

1 Jefferson Davis (Script: Feuerlicht) 

2 Goober Peas (Traditional) 

3 Stonewall Jackson and Jeb Stuart 
(Script: Feuerlicht) 




Educational 



4 The Yellow Rose of Texas 
(Traditional) 

5 John Singleton Mosby (Script: Feuerlicht) 

6 Maryland, My Maryland 
(Traditional) 

7 Robert E. Lee (Script: Feuerlicht) 

8 Dixie's Land 
(Traditional) 




ENGLISH ROMANTIC POETS 

Read by Bramwell Fletcher 

-"How Sweet I Roamed"; "My 
'Introduction" from Songs of 
'The Tyger". 

My Luv"; "The Banks o'Doon"; 
"To A Mouse". 

"The Daffodils"; "To A 
"The World's Too Much 
Westminster Bridge"; "To Milton". 

'I.- __L “ "Kubla Khan". > 

Copyright 1966 by Listening Library, Inc. Not to be 
reproduced nor used for commercial performance 
without written permission. 


BAND 1: WILLIAM BLAKE- 
Silks And Fine Array"; 

Innocence; "The Lamb"; 

BAND 2: ROBERT BURNS- 
"Sweet Afton 

BAND 3: WILLIAM WORDSWORTH- 
Skylark"; "My Heart Leaps Up 

With Us"; "On 

BAND 4: SAMUEL TAYLOR COLERIDGE- 



33 RPM 


Side 2 

AA 3305 


ENGLISH ROMANTIC POETS 

Read by Bramwell Fletcher 

BAND 1 : GEORGE GORDON (Lord Byron) — "When We Two 
Parted"; "She Walks In Beauty"; "Destruction of 
Sennacherib". 

BAND 2: PERCY BYSSHE SHELLEY— "To A Skylark"; "Ode To 
The West Wind"; "Ozymandias" 

BAND 3: JOHN KEATS — "First Looking Chapman's Homer"; 
"Ode To Grecian Urn"; "Bright Star". 

Copyright 1966 by Listening Library, Inc. Not to be 
reproduced nor used for commercial performance 
without written permission. 






Louise Bogan 

Reads From Her Own Works 
Yale Series Of Recorded Poets 

1. Henceforth from the Mind 

2. Man Alone 

3. The Sleeping Fury 

4 M., Singing 

5 Putting to Sea 


6 Spirit's Song 

7. Kept 

8. Variation on a Sentence 

9. The Dream 

10. "Come, Sleep . . ." 

11. March Twilight 

12. July Dawn 

13. The Meeting 

14. The Young Mage 

15. Song for the Last Act 


play 








DON QUIXOTE 


WITH THE FAMOUS THEATRE COMPANY 
AND THE HOLLYWOOD 
STUDIO ORCHESTRA 


NITED 

RTISTS 





DON QUIXOTE 


SIDE TWO 



WITH THE FAMOUS THEATRE COMPANY 


AND THE HOLLYWOOD 
STUDIO ORCHESTRA 


INITED 

RTISTS 





SEAN O’CASEY 


Reading from his Works 


Recorded at his home in Totnes, Devon 
on November 12, 1952 


Opening Scene from “Juno and the Paycock 
Final scene from “Juno and the Paycock” 
The Death of Mrs. Casside 

from 


Inishfallen, Fare Thee Well 


Performance and reproduction rights 
information available from Caedmon 
Publishers, 460 Fourth Avenue, 
New York 16, N. Y. 
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SEAN O’CASEY 

Reading from his Works 


Recorded at his home in Totnes, Devon 
on November 12, 1952 


The second half of Chapter 2 
from “Pictures in the Hallway” 

Performance and reproduction rights 
information available from Caedmon 
Publishers, 460 Fourth Avenue, 

New York 16, N. Y. 
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the 


Jody W of Ley 

storey 


Airdate 

Apr. 14-15, 1990 


IINIS^R 


RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 
FOR ONE TIME AIRPLAY ONLY. SALE IS UNLAWFUL. 

©1990 


Jody WatLey 

storey 


Airdate 

Apr. 14-15, 1990 


UNisntit 


RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 
FOR ONE TIME AIRPLAY ONLY. SALE IS UNLAWFUL. 

©1990 


t be 


Jody Wat Ley 

storey 


Airdate 

Apr. 14-15, 1990 


umspfo 


RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 
FOR ONE TIME AIRPLAY ONLY. SALE IS UNLAWFUL. 

©1990 


the 


Jody Wat Ley 

storey 

a 

UNISptR 


RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 
FOR ONE TIME AIRPLAY ONLY. SALE IS UNLAWFUL. 

©1990 
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Sr** 

!| THE ROTARY CONNECTION 

PEACE 


r.M. 


■ M. 



Side 1 
W4RS-5321 


#17313 

STEREO 




I. OPENING ROUND — M. Aliota/Heavy Music, BMI 1:52 

2. SILENT NIGHT — Arr. C. Stepney/Heavy, BMI 5:57 

3. CHRISTMAS LOVE — M. Dollison/Arc Music, BMI 3:09 

4. LAST CALL FOR PEACE 2:52 
A. Feldman & H. White/Lyman & Feldman Pub., BMI 
" L . SHOPPING BAG MENAGERIE 3:49 

S. Barnes/Chevis Music, BMI 

6. SILENT NIGHT 3:41 
Arr. C. Stepney & M. Paul/Heavy, BMI 




RECORDED IN ’CONCEPT 12’ STEREO 
A new totally solid state recording technique 


to 


N 


'V 




LPS-318 






^ 0 °Ucing coP p : CVA 




d 


o 


TUC DflT AD V mUMCPTI 


T.M. 


M. 


Side 2 
W4RS-5322 


THE ROTARY CONNECTION 
PEACE 


#17314 

STEREO 


1. CHRISTMAS CHILD — M. Dollison & C. Stepney/Arc, BMI 2:42 

2. PEACE AT LEAST 4:11 
A. Feldman/Lyman & Feldman, BMI 

3. SANTA’S LITTLE HELPERS :34 
J. Donlinger 85 J. Nyeholt/Heavy, BMI 

4. SIDEWALK SANTA - S. Barnes/Chevis, BMI 4: 

5. IF PEACE WAS ALL WE HAD 4:49 
J. Donlinger & T. Donlinger/Heavy, BMI 
^SILENT NIGHT CHANT 4:33 
MJ^raul 8 s C. Stepney/Heavy, BMI 

7. SILENCE :30 ^ to 






RE CORDED IN 'CQNCEPT 1 2\SJi 
A new totally solid state rec'MeHrrgTechnique 
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LPS-318 

^° 0 Ucimp; cOP p 
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O *" 6 u “‘ ,cr % 

“LETS TALK” 



HORACE 


SIDE 




IP— IT'S TOMORROW 
ERRY ALARM CLOCK 

STEREO 

A 73025 


Produced by 
Frank Slay and 
Bill Holmes 


1. NIGHTMARE OF PERCUSSION (2:57) 
(G. Bunnell-R. Seol-H. Davis) 

2. SOFT SKIES, NO LIES (3:07) 

(E. King-L. Freeman) 

3. TOMORROW (2:14) 

(M. Weitz-E. King) 

4. THEY SAW THE FAT ONE COMING (3:25) 
(E. King-L. Freeman) 

5. CURSE OF THE WITCHES (6:46) 

(G. Bunnell-R. Seol) 



P-IT'S TOMORROW 
ERRY ALARM CLOCK 

STEREO 

73025 


Produced ! 
Frank Slays 
BUI Holm 


1. SIT WITH THE GURU (2:59) 

Wejtod felCinq-R. Freeman) 

2. GO BACK, YOU'RE GOING THE WRONG WAY (2:19) 
(M. Weitz-E. King-L. Freeman) 

3. PRETT7 SONG FROM PSYCH-OUT (3:15) 

(E. King-L. Freeman) 

4. SITTING ON A STAR (2:55) 

(G. Bunnell-S. Bartek-R. Seol) 

5. BLACK BUTTER, PAST (2:23) 


(E. King-L. Freeman-H. Davis) 

6. BLACK BUTTER, PRESENT (2:10) 

(E. King-L. Freeman) 

7. BLACK BUTTER, FUTURE (1:32) 

(E. King-L. Freeman-H. Davis) 
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jyiypc&C 

LONG PLAYING 

full frequency range recording 


SPEED 33-i 


LL.1387 

Side 1 


SPIKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 

NOCTURNE ( Hughes ) 

PASTORAL (Hughes) 

BUGLE CALL RAG ( Pettis . Meyers. Sehoehel) 
ARABESQUE ( Hughes ) 

FANFARE (Traci., arr. Hughes) 

SWEET SORROW BLUES {Trail., arr. Hughes) 
featuring Coli man Hawkins. Bf.nny 
> Carter. Dicky Wells and 


a Henry ‘ Red” Allen 

risnav ^ 

* r «ef«d. UnauthotW'? ? 

"woe in engiM*° 





jvtpoy 


LONG PLAYING 

full frequency range recording 


SPEED 33-| 


LL.1387 

Side 2 


SPJKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 

MUSIC AT MIDNIGHT (Trad., an. Hughes ) 
SWEET SUE, JUST YOU (Harris, Young) 

AIR IN D FLAT (an . Hughes) 
DONEGAL CRADLE SONG (Hughes) 
FIREBIRD (Hughes) 

FIOW COME YOU DO ME LIKE YOU DO? 
(Austin. Bergere) 

featuring Coleman Hawkins. Benny 
► Carter, Dicky Wells and $ 

'feu Henry ‘Red’’ Allen ««.<w 

mz-mv ^ , 

^served. UnaulHoT'S^ v 

m iHGl^ ■ 


GREATEST M(j 



JAZZ CONCERT 

COLiMAN HAWKINS^ DIZZY GILLESPIE, MAX 
ROACH, DON 8YAS, Pth*t» 


G.A. 33-316 


SIDE I 


COLEMAN HAWKINS 

BODY AND SOUL 
FEELING ZERO 

YFQTFRD AY 1 ^ 

DISORDER AT THE BORDER 
WOODY* N YOU 
DU DEE DAHT 

V A. ^ ^ ^ 

w **o iecoro CO**' 


£ 


❖ 


"* 4 **#0 S . G ^° 


G REATE$r 



JAZZ CONCERT 

GfOSGfl AULD, COLEMAN HAWKINS 
SEN WEBSTER, ethers 


PORGY • SALT PEANUTS 
PICK UP BOYS 

by Georgia Auld, Coleman Hawkins,, 
Ben Webster 

I CANT GET STARTED • TAPS MILLER 

V CONCERTO FOR TENOR / 
by Georgia Auld & Orch, 


RECORD 


^3 no S,Q^° 


RIVERSIDE 


FUSION! 

Wes Montgomery with Strings 
arr. & cond. by Jimmy Jones 

STEREO 

RS / . SIDE 

9472 \ } j 1 

1 . ALL THE WAY— 2:36 (ASCAP) 

2. PRETTY BLUE— 3:38 (BMI) 

3. IN THE WEE SMALL HOURS 

OF THE MORNING— 2:49 (ASCAP) 

4. PRELUDE TO A KISS— 3:05 (ASCAP) 

5. THE GIRL NEXT DOOR— 3:06 (ASCAP) 


Bill Graner Productions Inc. 
New York City 


RIVERSIDE 


FUSION ! 

Wes Montgomery with Strings 
orr. & cond. by Jimmy Jones 

STEREO 

RS v % SIDE 

9472 ! i / 2 

1. MY ROMANCE — 2:28 (ASCAP) 

2. GOD BLESS THE CHILD— 3:16 (BMI) 

3. TUNE-UP— 3:12 (BM!) 

4. SOMEWHERE— 3:26 (ASCAP) 

5. BAUBLES, BANGLES AND BEADS— 2:19 
(ASCAP) 


Bill Grauer Productions Inc. 
New York City 


CRYSTAL 

RECORDS 


barton Cummings, tuba 

S391 

(32425) STEREO 


SIDE A (19:55) 


WALTER B. ROSS 

Piltdown Fragments for Tuba and Tape (9:40) 

pub. by Musicgraphics Inc. 

MARILYN J. ZIFFRIN 
Four Pieces for Tuba (10:06) 

Andante (2:19), Allegro (2:19), 

Largo (3:58), Vivace (1:18) 

pub. by Musicgraphics Inc. 


01978, Crystal Record Co. 


CRYSTAL 


RECORDS 


barton Cummings, tuba 

Mary j. Moore, piano 


S391 

(32425) 

SIDE B (22:28) 


STEREO 


FREDRICK ZINOS 
Elegy for Tuba and Piano (7:50) 

pub. by Kjos Music Inc. 

JAE EUN HA 

Three Pieces for Tuba (14:17) 

Abstract Vision (5:03) 
Morning Calm (4:04) 

Etude (5:00) 

pub. by Kjos Music Inc. 

01978, Crystal Record Co. 
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NUMBER 


Side A 




Piano Rags 
For Four Hands 

With David Montgomery and Cecil' Lytle 

HURRICANE RAG 
ORIGINAL RAG 
JUBA DANCE 


THE GREAT CRUSH COLLISION 


MARCH IN B FLAT 


S «C r A ® C ' 

^ of SAC All Right* Bese< ' J 




DtREKT 


. .. 


TOCMSK 




665 Harrison Street, San Franci 


'rc-TM 


NUMBER 


SideB 


Piano Rag& 

For Four Hands 

With David Montgomery and Cecil Lytle 

THE ENTERTAINER 
BOHEMIA 

KITTEN ON THE KEYS 
RAGAMOROLE (ADAMS. Sl.SAS Kulka Musk ) 

DICTY S ON SEVENTH AVE. 

S.*, , c o^' 6 

r A 

M 01 sac ah Rights f ' ese< ' je 



THORISED PUBl'C 



YAZOO BASIN BOOGIE 
STEFAN GROSSMAN 

©Transatlantic Records Ltd. 1970 


TRA 217 

MONO 


MCPS 


SIDE ONE 

1. Adam’s Voice 2. Tickle Dew (Grossman) 

3. Dallas Rag (trad. arr. Laibman) 4. I’m So Glad (Nehemiah Skip James) 
5. Katz Rag (Grossman) 6. Texas Lemon Flavor (Grossman) 

7. Sunday Rag (Grossman) 8. Pigtown Fling (trad. arr. Grossman) 

9. Red Pepper Rag (trad. arr. Grossman) 

2, 5-9 Heathside Music 3. Copyright Control 4. Wynwood Music 

SIDE TWO 

1. House Carpenter (trad. arr. Grossman) 

2. Maple Leaf Rag (trad. arr. Grossman/Laibman ) 

3. Colored Aristocracy (trad. arr. Laibman) 

4. Slow Blues In C (Grossman) 5. Aurora’s Powder Rag (Block) 

6. County Line (Grossman) 7. Last Of Callahan/Dervish Boogie 
^trad. arr. Grossman/Laibman) 8. Yazoo Basin Boogie (Grossman) 

1. 2. 4. 6. 7. 8. Heathside Music 

3. 5. Copyright Control 
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LEE WILEY 

"On The Air'' 

® 1 977 Totem Records 

1. YOU CAME TO MY RESCUE 

2. THREE LITTLE WORDS 

3. YOU TURNED THE TABLES ON ME 

4. HERE'S LOVE IN YOUR EYES 

5. THE SOUTH IN MY SOUL 

6. I'M COMING VIRGINIA 

7. A THOUSAND GOOD NIGHTS 

8. FUNNY LITTLE WORLD 



\ 

SIDE I 



LEE WILEY 

"On The Air" 


(g) 1 977 Totem Records 



SIDE 2 


1. SOMETIMES I FEEL LIKE A MOTHERLESS CHILD 

2. IF I LOVE AGAIN 

3. THE LITTLE THINGS YOU USED TO DO 

4. I'M COMING VIRGINIA 
(Opening Theme / Robins & Roses) 

5. WHEN I'M WITH YOU 

6. CROSS PATCH / I'M COMING VIRGINIA 
(Closing Theme) 
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^ c ° ry 


MG-36119 
Side 1 
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A Custom High 
ideiity Recording 




^ DINAH WASHINGTON SINGS FATS WALLER v 
r DINAH WASHINGTON 

t - CHR I STOPHER COLUMBUS ( R a z af • B e r r y) mayfaIr MUstc 
U (' 6 SCAP)* 2:4 * S B ! Z*NESS ! F I DO 

( W I L'L I A M S* Gr A I N G E fi * P R I N C E ) P I C K W I C K MU S I C { ASC/A P ) * ^ 
3,253. JITTERBUG 'l. L TV * ‘ * waller* M. manners- 

C . GreanJrobbinsm-s (.2:45 4. SOMEONE * S ^ 

f ^ ROCK INGMY DREAMBOAT Irene-scOTT-Rene) /> 

Advanced Music Use/' 0 58 5. A 1 N * T CH A 

GLAD (waller- Razaf) words & mus ic 




< 


( ASCAP ) -2 ! 43 6. SQUEEZE ME <W: ( . 

Waller) «usic 

( ASC AP > * 2 ! 07 


LlAMS* 




>Ng h\ 
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\ 


,o\> 
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/ivio-361 19 
Side 2 


■ H«\) 
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l .,£/»' 

DINAH WASHINGTON 

U i) (WAI' E! . i 

« S « C ( ASCAP) * 2* 32 

SI SMY BABY '( BUT 

’ V C K MO S ! C 

O v 5, ( * VE GOT A j\/ 

F EL * ' - !'•: Os E ) JOY 

MUs»c As ■ I • ? i j !•■. HONEYSUCKLE POSE J*S/ 

(WAtltfi RAZAMJOY» ; I C ( ASCa P 2 I 3 3 

■< 6 . KEEPlN* OUT OF MI SCH l EF NOW 

( WALLXR - R AY. A* mays a « * MOSIC 




BUDDY JOHNSON WAILS 

SRW-16234-W \ 

side i H, g h F,d .® h, y 

x • wording 


0 




BUDDY JOHNSON 

And His Orchestro 

1. GOODBYE BABY HERE I GO - 2:20 

2. THEY ALL SAY !‘M THE BIGGEST 
FOOL - 2:3 . 

3. I DON’T CARE WHO KNOWS - 2:35 

4. LIL’ DOG * 2:48 

' YOU'LL ' .. ' ' " ■ ! ‘E$ - 2;20 





/a ^O/s 



o** d 
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SRW-1623 : Wi 
Side 2 




0 


i reo phonic ; 

Fidelity , 
Recording / 


BUDDY JOHNSON 

i r »4 H.s ; vsc:hestr a 

2. MINGL 3:04 

3. PLE lSE MR. JOHNSON - 2:20 

4. S WONDER Yrh R : OUR LOVE 
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ILLINOIS JACQUET 
BOTTOMS UP 


1. BOTTOMS UP 3:13 
(Illinois Jacquet) 

2. PORT OF RICO 4:05 
(Jacquet) JATAP Music-BMI 

3. YOU LEFT ME ALL ALONE 3:45 
(Jacquet) 

4. SASSY 5:37 
(Milt Buckner) 

All selections published by Gilbert Music 
(BMI), except as indicated. 
(OJC-417-A) 



ILLINOIS JACQUET 
BOTTOMS UP 


1. JIVIN' WITH JACK THE BELLBOY 5:34 
(Illinois Jacquet) Gilbert Music-BMI 

2. (I DON’T STAND A) GHOST OF A CHANCE 6:06 
(Young-Crosby-Washington) Mills Music/ 

Chappell & Co., Inc.-ASCAP 

3. OUR DELIGHT 5:26 

(Tadd Dameron) Warner Bros. Music-ASCAP 

(OJC-417-B) a 


LONG PLAYING 



The CANNONBALL ADDERLEY 

Quintet 1 in San Francisco 


U\ 


; 


RIP 

311 


t 


SIDE 

1 


1. THIS HERE ( E 2:26) 

2. SPONTANEOUS COMBUSTION (11:44) 

Julian “Cannonball" Atiderley, alio sax; Nat Atlderley, 
cornet: Bobby Timmons, piano; Sam Jones, bass; 

• Louis Hayes, drums. ■ 

■„ Recorded at The Jazz Workshop; October, 195y 
(RLP 12-311 A) 


4' 


BILL GRAUER PRODUCTIONS INC. 

NEW YORK CITY 


MICROGROOVE 




LONG PLAYING 


\ 




The CANNONBALL ADDERLEY 

Quintet in San Francisco 




\ 



SIDE 

2 


1. HI-FLY ( I ! :07) 

2 . YOU GOT IT ! (5:07) 

3. BOHEMIA AFTER DARK (8:28) 

Julian “Cannonball” Adder-’/ alto sax; Nat Adderley, 
cornet; Bobby Timmons, piano; Sam Jones, bass; 

Louis Hayes, drums. f - 

c/ec'or d/- :! ■ L \V/v : October, 1959 

(RLP 12-311 B) 


BILL GRAUER PRODUCTIONS INC. 

NEW YORK CITY 


k ' 


MICROGROOVE 



RECORDED: 
April 21, 
19S5 


KITTY WHITE 

A High Fidelity Recording 




1. SKY LARK (MeTcer-Carmichae!) 

(George Simon—ASCAP) 4:52 
2. AMONG MY SOUVENIRS (Leslie-Nicholls) 
(DeSilve-Brown-Henderson — ASCAP) 3:38 
3, IF YOU WERE MINE (Mercer-Malnek) 
(Bourne, Inc.-— ASCAP) 4:17 
4. SO MANY BEAUTIFUL MEN (SO LITTLE TIME) 
(E. White-K. White) 

(Preview Music — BMI) 3:52 
5. WITH THE WIND AND THE RAIN 
P v IN YOUR HAIR (Lawrence-Edwards) ^ 
(Paramount Music — ASCAP) 4:20 yi 

*4*1 1*. . MG-36020 A 

<'*g HlG* 

°*0 CQ«)PeRAT'0 w * 


4J 





RECORDED: 
April 21, 


KITTY WHITE 

A High -FideU+v Recording 


1955 V J 

1. WITH EVERY- BREAW^AKE (Rainger-Roblns) 

(Famous Music Corp. — ASCAP) 4:01 

2. LET'S GO AROUND TOGETHER (Wright-Ecton) 

(Robbins Music — ASCAP) 2:31 

3. SOFTLY (Beal-Greene) 

(Malabar Music — ASCAP) 3:45 

4. PORGY (Fields-McHugh) 

(Mills Music— ASCAP) 2:49 

5. SEE SAW (Jessie May Robinson) 

^ ' (Shapiro-Bernstein & Co. — ASCAP) 3:30 
Q, 6. OUT OF THIS WORLD (Arlen-Mercer) 

(Edwin H. Morris & Co. — A 

M ASCAP) 2:50 1 




x nuv/nr ) 

. MG-36020 B 

? y 'NG H\*f, 

'■'3^0 CORPORA* 10 * 
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’°«i/ sseq 0 All R'O h,s 



^,edond<<«ir*u '*a bvs 


(CH-8302-A 


' 1 . SbT MOT FOR ME (3r15) 

serge &. ira Gershwin) Mew World (ASCAP) 

. - 

iers-Hammerstein) Wiliiamson Music (ASCA 

3. MOONLIGHT IN VERMONT (2:55) 
essdo, i -Blackburn': Uoidscn Music (ASCAP) 

4. MUSIC. MUSIC, MUSIC (2:43) 

( We ; ss-i jcfjrn) Crom.vell Music (ASCAP) 

5. NO GREATER LOVE (3:08) 

• /Jones-Symes) World Music (ASCAP) 


^■Oea Work Are Reserve^ 


® ble laws ^<JiO T N 





520048 


1. HORN SAL l 

2. TONICA 

3. THIS LOVE 




0 THORISEDCO py //v 


MONO 

6372 488 

6372 488 1 
Mad* in France 
® 1957 
PHONOGRAM 
INTERNATIONAL 
B.V. j 


PUBLICATION 

PHONOGRAM 


"SWINGIN' EASY SARAH VAUGHAN" 

1. SHULIE A BOP (S. Vaughan/Treadwell) 

2. LOVER MAN (Davia/Ramirez/Sherman) 

3. 1 CRIED FOR YOU (Lyman/Freed/Amheim) 

4. POLKA DOTS AND MOONBEAMS 

(Burke/Van Hausen) 

5. ALL OF ME (G. Marks/S. Simons) 

. 6. WORDS CANT DESCRIBE (Tennyson) 

SARAH VAUGHAN ^ 




U THOBISEDCOPy ;/v 


MONO 

6372 488 

6372 488 2 
Made in France 
® 1957 
PHONOGRAM 
INTERNATIONAL 
B.V. i 

"SWINGIN' EASY SARAH VAUGHAN" / 

1 . PRELUDE TO A KISS (D. Ellington/Gordon/Mills) / 

2. YOU HIT THE SPOT (Gordon/Revel) I 

3. PENNIES FROM HEAVEN (A. Johnson) / 

A. IF I KNEW THEN (WHAT I KNOW NOW) (Jurgens/HowardjX 

V 5. BODY AND SOUL (Hayman/Sour/Eyton/Green) f A 

\ 6. THEY CANT TAKE THAT AWAY FROM ME S f 

(I. & H. Gershwin) £ 

V \ SARAH VAUGHAN ^ 


PUBLICATION 

PHONOGRAM 


jmerctmj 







Share the Good News 
Vacation Bible School Series 

For use with 

WHAT A LOVING GOD! 

Nursery Student Pak 


Side 1 

33-1/3 

Stereo 

84NS-3692-A 


Band 1 Go Tell 


Hello, Everybody 
What Is in the Love Box? 
God Gave Me Eyes 
Psalm 8 


© 1983 Augsburg Publishing House 
Minneapolis < 

832431 1AXS 

SOUNDSHEETS 




Share the Good News 
Vacation Bible School Series 

For use with 

WHAT A LOVING GOD! 

Nursery Student Pak 


Side 2 

33-1/3 

Stereo 

84NS-3692-B 


Band 1 Zacchaeus 

2 We Love 

3 3 Love Jesus, Too! 

4 Wee Happiness 

5 Good News Round 


© 1983 Augsburg Publishing House 
Minneapolis , 



^yvtcnsans 



STEREO 

PROMO 

Not For Sale 

(from the 
Original 
Motion 
Picture 
Soundtrack 
“Body Rock" 
S0-17140) 
Produced by 
Mark Smith & 
l Noah Shark 
\ with John Hug 


W 3:43 (Intro -.15) 

r ©1984 EMI 
America Records, 
a division of 
Capitol Records. Inc. 


WHY YOU WANNA BREAK MY HEART 

(Vocal: Dwight Twilley) 

(Dwight Twilley) Dionnio Music (admin by Bug)— ASCAP 

Original Motion Picture Soundtrack 

BODY ROCK 

' U _ Executive Producer: Phil Ramone ^ 

^*4*' MARCA R£ G< 


° Up UCATiON IS * S/ '° V 






ilTED ARTISTS RECORDS 


©1980 
Liberty/ United 
Records, Inc 


UA-X1358-Y 

(S-45-20649) 

3:14 

From the 
United Artists 
Records LP 
“Standing Tall” 
LT-1018 


Produced by 
Larry Butler 

Engineered byw 
Billy Sherrill 
Recorded at 
Jack Clements 
Nashville 
Arranged by 
Bill Justis 


YOU COULD KNOW AS MUCH 
ABOUT A STRANGER 

(Nadine Bryant) 


ASCAP 









IITED ARTISTS RECORDS 


©1980 
Liberty/United 
Records, Inc. 


Produced by | 
Larry Butler 

Engineered by 1 
Billy Sherrill 
Recorded at 
Jack Clements/ 
Nashville 
Arranged by 


NATURAL ATTRACTION 

(D. Linde-A. Rush) 
Combine Music Corp. BME 


i-Y 

(S-45-20645) 

3:23 

From the 
United Artists 
Records LP 
"Standing Tall” 
LT-1018 



STEREO 

ST-RR-43619-AR 
Time: 3:41 
VOCAL v 

PROMOTION COPY 
NOT FOR SALE 



KEEP ON SHINING 

(Larry Happen) 

ORLEANS 

Produced by Don Silver & Ben Wisch 
for The Empire Project inc. 

From Radio Records LP RR 90012 - 

'5 "ONE OF A KIND'' & .****’ 






THE SU 



Vocal By RON WILSON With 
Instrumental Accompaniment 






MQNGO 

SANTAMARIA 




ftinT l _ I DAnm 


NOT 
FOR 
RESALE 


RADIO 
STATION 
COPY 


Suggested 

Side 

444452 

JZSP 136435 

2:43 

Publisher: 
Mongo 
Music, Inc. 
(BMI) 


SUGAR CANE HOMBRE 


-D. Clowney- 

Arranged by Marty Sheiler 
Produced by David Rubinson 


^ MARCAS REG 


MONGO 

SANTAMARIA 



BONITA 


•D. Clowney- 

Arranged by Marty Sheller 
Produced by David Rubinson 


Publisher: 
Mongo 
Music, Inc. 
(BMI) 



MARCAS REG 


STONE ME ONE 
MORE TIME GENTLY 

(Steve Stone - Don Drowdy) 


Itower 


Central Songs 
BMI - 2:39 

394 

( 45 - 61692 ) 
Produced by 
Steve Stone for 
Central Songs 


PROMOTIONAL 


NOT FOR SALE 


HARLEY McNAIR 



HARLEY McNAIR 




2:58 

Yarone Music, 
Inc. ASCAP 

BSV 0005 

(PNY0128)S 


Dears v 1 1 le 
Album BR 2044 
^ LAZARUS > 


LAZARUS 

WARMTH OF YOUR EYES 
(Bill Hughes) 

roduced by Phil Ramone and 
Peter Y arrow 
© 1972 Warner 
Bros. Records Inc. 

^ C / ^ SUBSIDIARY AND U ' C ^ 


WHAT A DAY 


(A I Graham) 

4 * 




NOT FOR SALE 


Irving Music 
Inc. (BMI) 
Time 3:15 

(1717) 


GLADSTONE 

Produced by Lee Michaels 

1061 





GLADSTONE 

Produced by Lee Michaels 

1061 























Jondora 

BMI 

Time: 2:44 


621 

(F-2722) 


Produced by: 
Sheiiey Haims & 
David Wray 


PROMOTIONAL 
'■ COPY A 

"LOOK AT THE FLOOR" A 

(Griff in-Wray) 

BROTHER NIGEL'S PROXY PARTY ^ 




Josrcfora 

BMi 

Time: 3:01 


621 

(F-2723) 


Produced by 
Shelley Haims 
David Wray 


PROMOTIONAL 
COPY a 


s "DANCING GIRL" 

(D. Wray) 

BROTHER NIGEL'S PROXY PARTY 



Yuma Music 
Gorp.(ASCAP) 

2:28 


(Walt Meskell) 


\ THE CORPORATE BODY 

Arr. by Walt Meskel & Mike Post 
Produced by Mike Post 

ME7R0 . G0LD ^H-^ 


NOT 

FOR SALE 




M'G'M 


^ w sc J0CW >' 


Yuma M^sic 
Corp. (ASCAP) 


K-1404a 

( 105 , 633 ) 


2:40 


NABELLE 


AN 


(Walt Meskell) 

CORPORATE 

by Walt MeskeJ & Ml 
Produced by Mike P 

Af£TR0-G0LDW 


Post 


N 







Mm SUTRA 


Svengali Music 
(BMI) 

2:05 


TURN ON THE OVEN 

(Michael Horn - Noel Childs) 

. BOBBY HIGH ^ 

V/... Produced by Ray Ellis & A 

.. . Michael Horn for 
tfl# AMPfiali Productipn^^SAM J 





KAMA SUTRA 


Kama Sutra 
Music (BMI) 
69 seconds 


TWO APARTMENTS 

(Mickey Lane - Cynthia Williams) 

, THE GANG ON * 
0U 29th STREET^ 

Mila . (AND MISSY) 




OPEN END INTERVIEW 


SIDE 
Answer #1 
A ns wer #2 
Answer #3 
Answer #4 


0:34 

0:35 

1:31 

0:37 


DJS-28 

1-44674 
T ota I time: 
3:28 


■ • 


£RRY LEE LEWIS 


.O'* 



JERRY LEE LEWIS 


OPEN 


N END INTERVIEW 
SIDE 2 . 

Answer #5 - 0:43 
Answer #6 • 0:26 ' 
^iswer #7 • 0 35 
Answer #8 • 0:53 
Answer #9 • 0:34 


DJS-28 

1-44675 


T ota I time: 
3:28 






DELILAH 

(Reed-Ma son) 


FC 4-151 

Francis, Day & 
Hunter, Inc. 
ASCAP 
Time: 2:28 

RADIO STATION 
COPY 


RAYMOND LEFEYRE 

And His Orchestra 

A Riviera Recording 


'i * 


K-11252 





STEREO 

Intro. :06 

4:15 


45 RPM 

DEMONSTRATION 
NOT FOR SALE 

1-11302 

ZSS 167424 
©1979 CBS Inc. 
Publisher: 

Ice Age 
Music 
(ASCAP) 


J. D. SOUTHER 

IF YOU DON'T WANT MY LOVE 

-J. D. Souther- Taken From The Columbia 
Lp: "YOU’RE ONLY LONELY” JC 36093 
Produced by J. D. Souther 
A FULL MOON 
PRODUCTION 







o 




'Cf 


NOT 


FOR 


SALE 


PROMOTION 


5832 

( J 1 5264) 


OOS<a 


FREDDY 

CANNON 

Produced 

by 

Russ Regan 


THE LAUGHING SONG 

ggj j (Cannon-Regan) 

Doncan Music 

. MA A BMI - 1 : 5 9 



PROMOTIO 


003t> 

FREDDY 

CANNON 


NATALIE 

(Kin Vassv) 
Caravelle Music Pub. 
a ASCAP- 2:29 




TLANTIC 


45 R.P.M. 

7-89945 

Pub., Sienna 
Music, BMI 
Time: 2:44 
® 1 982 Atlantic 
Recording Corp. 
SHORT VERSION 
PROMOTION COPY 
NOT FOR SALE 


VOCAL 

ST-A-43573-SP 

STEREO 


HEAT OF THE NIGHT 

(Henry Paul, Billy Crain & Wally Dentz) 

HENRY PAUL 

Produced by Peter Solley 


From Atlantic LP 80032 - 

"HENRY PAUL'' ^ 

OC ' (fFf UEflPl*ZAN'( ^ 


LANA 

RECORDS 



A SUMMER SONG 

(Metcalfe - Noble - Stuart) 

CHAD & JEREMY 



LANA 


1 46-B 

Time: 2:18 


Unart Music Corp 
BMI 


NO TEARS FOR JOHNNY 

(Tom Springfield) 

CHAD & JEREMY 




FOR SALE 


PETER, 

PAUL 
AND 
MARY 

Produced and 
Directed by 
Milton Okun 
%. Associate 
\ Producer: 

Phil Ramone 




y 


7359 

(M51 494) 

F rom The 
Warner Bros.- 
Seven Arts 
Album WS 1785 
PETER, PAUL 
& MOMMY o 


THE MARVELOUS TOY 

(Tom Paxton) 

Cherry Lane Music, Inc. 
ASCAP - 3:06 
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THE NEW CHRISTY MINSTRELS 

Arr. by Al Capps; Vocal Arr. by Tom Bahler 
Produced by Jackie Mills for Wednesday’s Child 

Productions 


STEREO 

71-0102 

ZTKS-8293 

PLUG 


NOT 

FOR SALE 

Lucon Music 
Pub. Co./ 
Sequel Music 
BMI 

2:53 

Intro :io 
End: 

Fade 

YOU NEED SOMEONE TO LOVE 

(from the “You Need Someone to Love” 
album) (Bahler). 

MANUFACTURED AND'dISTRIBUTED 8Y 
RCA RECORDS - NEW YORK, N.Y. 


TM 




THE NEW CHRISTY MINSTRELS 

Arr. by A I Capps; Vocal Arr. by Torn Bahler 
Produced by Jackie Mills for Wednesday’s Child 

Productions 


SOUTH AMERICAN GET 
AWAY 

(from the “You Need Someone to 
Love” album) (Bacharach) 


NOT 

FOR SALE 

Blue Seas 
Music Inc./ 
20th 
Century 
Music Corp. 
ASCAP 

2:27 

Intro :00 
End: 

Fade 


MANUFACTURED AND DISTRIBUTED BY 
RCA RECORDS - NEW YORK, N Y. 

*TM - 


AS RPM 




VOCAL 

69C-17170-M0 

CSG Processed 
Mono Master 


RECORDS 


yb ?? 

SHORT VERSION 

45-6685 

Pub., Tuna Fish, 
BMI 

Time: 2:53 
Produced by 
Giorgio Gomelsky 


\ SAVE THE COUNTRY 




(Laura Nyro) 


\ JULIE DRISCOLL, BRIAN AUGER ,• 
and THE TRINITY 




‘ c O*«From AT CO LP 2-70 r ~ 0 pS> 
/?0 ^GC0RP..1841^° . 



VOCAL 

69C-16548-M0 

CSG Processed 
Mono Master 


45-6685 

Pub., Nipper, ASCAP 
Time: 4:21 
Produced by 
Giorgio Gomelsky 


LIGHT MY FIRE 

(Densmore - Krieger - Manzerak - Morrison) 

JULIE DRISCOLL, BRIAN AUGER 
v and THE TRINITY , ' 

*^O»„ Fr0m ATC0 Lp 2 ‘ 70l a*O^ 

CORP., I8 41 8 - 


ana 


PROMOTIONAL COI 


NOT FO R SALE 


FDJ-10 

(F-1636) 
1-43804 
Folklore 
Productions, 
Inc. & Emorcy 
Publishing 
Inc. 

(ASCAP) 2:28 


Produced by 
Milan Melvin 

MONO 

VERSION 


THERE AIN’T NO INSTANT REPLAY 
IN THE FOOTBALL GAME OF LIFE 

(M. Greenhill) 

MITCH GREENHILL 



FDJ-10 

( F -1 636) 
2-43804 x-./ 
Folklore 1 
Productions, 
Inc. & Emarc 
Publishing 


STEREO 

VERSION 


(ASCAP) 2:28 


THERE AIN’T NO INSTANT REPLAY 
IN THE FOOTBALL GAME OF LIFE 

(M. Greenhill) 

L MITCH GREENHILL 



ONCE OVER 


(Fred Moll in-St an Meissner) 

(From the A&M album "Burning Rome" SP-4916) 


fFred Mollin 
Music (CAPAC) / 
Almo Music 
of Canada, Ltd. 
administered by 
Almo Music 
Corp. in the 
U.S. and 
Canada 
(ASCAP) 
(02443-A) 

Time: 

3:30 

Mono 

2443 

® 1982 A&M 
Records, Inc. 


PROMOTION COPY 
NOT FOR SALE 


BURNING ROME 


Produced and Recorded by 
Liam Sternberg and Ed Stasium 
Assistance: John Hanlon, David Marquette, 
Jim Feraci and Chip Orlando 



ONCE OVER 


(Fred Moll in-Stan Meissner) 

(From the A&M album "Burning Rome" SP-4916) 


Fred Mollin 
Music (CAPAC) / 
Almo Music 
of Canada, Ltd. 
administered by 
Almo Music 
Corp. in the 1 
U.S. and 
Canada I 

(ASCAP) r 

(02443-A) 

Time: 

3:30 

Stereo 

2443S 

® 1982 A&M 
Records, Inc. 


PROMOTION COP 
NOT FOR SALE. 


BURNING ROME 


Produced and Recorded by 
Liam Sternberg and Ed Stasium 
Assistance: John Hanlon, David Marquette, 
Jim Feraci and Chip Orlando 


HUGO MONTENEGRO 

Arr. and cond. by Hugo Montenegro 

Producers: Pete Spargo and Jack Pfeiffer 
Associate Producer: David Blume 


LOST HORIZON 

(from Ross Hunter’s Production of 
“Lost Horizon’’ for Columbia Pictures) 
(B. Bacharach-H. David) 

TMK(s) ® REGISTERED • I^ARCAtsfREGISTRADAts) 

RCA CORP.-MADE IN U S A. • ®1972 RCA RECORDS 


MONO 
74-0875 
(SP-45-414) 

BPKM-7247 

NOT 

FOR SALE 

Co I gems Music 
Corp./New 
Hidden Valley 
Music Inc./ 
J.C. Music 
Co., ASCAP 

2:37 

(Instr.) 


JO 07/3 J 


HUGO MONTENEGRO 

Arr. and cond. by Hugo Montenegro 
Producers: Pete Spargo and Jack Pfeiffer 
Associate Producer: David Blume 


LOST HORIZON 

(from Ross Hunter’s Production of 
“Lost Horizon’’ for Columbia Pictures) 
(B. Bacharach-H. David) 

rMK(s) ® REGISTERED • MARCA(s) REGISTRADA(s) 

RCA CORP.-MADE IN U S A • ©1972 RCA RECORDS 


STEREO 
74-0875 
(SPS-45-414) 

BPKS-7247 

NOT 

FOR SALE 

Colgems Music 
Corp./New 
Hidden Valley 
Music Inc./ 
J.C. Music 
Co., ASCAP 

2:37 

(Instr.) 


SR 103 

Time: 2:33 


SHARE 

HiCORDS 


\ 


\ Da Sfiva^Brown 

& Honderson 

ASCAP 


/ 


STAY AS SWEET AS YOU ARE 

(M. Gordon - H. Ravel) 

STAN WOODS 

Arr. Prod. & Cond. By 
Van McCoy 


SHARE 

RECORDS 




SR 103 a 

Time: 3:0c 


THROUGH A LONG AND SLEEPNESS NIGHT 

(M Gordon - R.Newm«n) ^ 

STAN WOODS 7 

w < K - , ‘* 

Arr. Prod. & Cond. By 

Van McCoy 




FEELIN’ KINDA 
SUNDAY IN MY THINKIN’ 

(Scott Turner - Fred Burch) 

Metric Music Co. — BMI 


A PRODUCT OF LIBERTY RECORD 


2:30 


66297 

IM-6459 
Producer: 
Scott Turner 


JH V ISIQN 


OF LIBERTY 





SUNNY DAYS, STARRY NIGHTS 


(Ke La La) 
(Leon Pober) 
Granite Music Corp. 

ASCAP - 2:35 


ASCAP - 2:35 

Co *0 S . a S 
* 0, vis ION OF WARNtP 



Arranged and Conducted by 
Chuck Sagle 


47-9526 

(WPKM-2458) 

Easy Listening 
Music Corp. 
ASCAP 

3:07 


Producer: 
Danny Davis 


(Was Ich Dir Sagen Will) 

(Hawker-Fuchsberger-Jurgens) 





caV «^ 0 

V LANA fANTDFII *£ 


47-9526 

(WPKM-2457) 

Screen Gems- 
Colurnbia 
Music Inc. 
BMI 

2:11 


LANA CANTRELL 

Arranged and Conducted by 
Chuck Sagle 


RPM 

NOT FOR SALE 

Producer: 

Danny Davis 


JUST A LITTLE LOVIN' 

(Early In The Mornin') 
(Mann-Weil) 


RADIO 



r0 KIND F/AV'Qa 

^ VINYL RECORDS M 


RICH OLGA(BMI) 
5:35 

©&® 1980 
KENNETH B. 
HIGNEY 


FUNKY KINKY 

(Kenneth B. Higney) 

KENNETH HIGNEY 


OKF 004fas 

Originally released on 
KEBRUTNEY 
RECORDS 
Licensed to 
ONE KIND FAVOR 
All rights controlled by 
RICH OLGA INC. 
kbh@kebrutney.com 




KIND 

^ VINYL RECORDS M 


RICH OLGA(BMI) 
3:04 

© & ® 1 980 
KENNETH B. 
HIGNEY 


OKF 004ras 

Originally released on 
KEBRUTNEY 
RECORDS 
Licensed to 
ONE KIND FAVOR 
All rights controlled by 
RICH OLGA INC. 
kbh @ kebrutney.com 


I WANNA BE THE KING 

(Kenneth B. Higney) 

KENNETH HIGNEY 




-SLOjJ-AH/} 


A 






Fox Continental 
Music Corp. 

(BMI) 
Time: 2:00 

(TF-80199) 


6705 


From LP 
“Prudence An 
The Pill” 
S418S 


PROMOTION 

COPY 


NOT FOR 
SALE 


THE PILL 

( (Theme from film “Prudence And The Pill”) 

(B. Ebbinghouse) < 

Conducted by .JL 

^BERNARD EBBINGHOUSEa^ 


g. made 




JWFox Continental 
rZ Music Corp. 
*N (BMI) 

L Time: 2:16 

O (TF-80200) 


6705 $ 

From LP ® 
“Prudence And% 
The Pill” * 
S4190 A 


PROMOTION 

COPY 


NOT FOR 
SALE 


TOO SOON TO TELL YOU 

(From film “Prudence And The Pill”) 

(B. Ebbinghouse - N. Newell) 


OfeTHE MIKE SAMMES SINGERS ^ 

^ Cond. by Bernard Ebbinghouse 
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Time 

Intro 


2765 ) 
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* 
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STEREO 
45 RPM 
SAS 0003 

Producer: 

The Wray Bros 
Band 


"UNTIL WE MEET AGAIN" 

(Bubba Wray) 

THE WRAY BROTHERS 


BAND 

1 st. 15, Gres^ 


a**' 


,?s a oo3^ 






©&® 

WARDEN 

MUSIC 

TIME I 
INTRO I 


2:58 

0:08 


45 RPM 
STEREO 
SAS 0001 


“THE BATTLE OF NEW ORLEANS ’ 5 

(JIMMY DRIFTWOOD) 

THE WRAY BROTHERS 
BAND . 


RECORDS 


EYDIE GORME 



o v ’ _ M & 


NOT 

FOR 

RESALE 


RADIO 

STATION 

COPY 


JZSP 137247 

2:25 

Publisher: 

Hill & Range 
Songs, Inc. 
(BMI) 


I REALLY DON'T WANT TO KNOW 


-H. Barnes - D. Robertson- 
From the Columbia Lp "THE LOOK OF LOVE" CS 9652 
Arranged by Don Costa 
© , Conducted by Joe Guercio 


Prod, by Marion Evans 


Barcas reg. p rvN 


EYDIE GORME 


q\,U Mq 


NOT 
FOR 
RESALE 


RADIO 
STATION 
COPY 


JZSP 137248 

2:59 

Publisher: 
Colgems 
Music Corp. 
(ASCAP) 


2 -^ &Y 

THE LOOK OF LOVE 

-H. David - B. Bacharach- (From Charles K. Feldman's 
"Casino Royale" - A Columbia Pictures Release) 

From the Columbia Lp "THE LOOK OF LOVE" 

©, CS 9652 Arr. & Cond. by Pat Williams 


c, 






Prod, by Mike Berniker 




MARCAS REG. 






\) 


BILLY JOE ROYAL 



RADIO 

STATION 

COPY 


444677 

JZSP 138745 

3:43 

Publisher: 
Lowery Music 
Co., Inc. 
(BMI) 


GABRIEL 

-J. South- 

Arranged by Emory Gordy, Jr. 


Produced by Buddy Buie 


MARCAS REG 





BILLY JOE ROYAL 


NOT 
FOR 
RESALE 


RADIO 

STATION 

COPY 


444677 

JZSP 138744 

2:23 

Publisher: 
Low-Sal 
Music Co. 
(BMI) 


MOVIES IN MY MIND 


© 

c, 


-B. Buie ■ J. Cow- 
Arranged by Emory Gordy, Jr. 




ljf ^h 


Produced by Buddy Buie 


S/A- 


t§l MARCAS REG 









BROTHERS 

FOUR 


NOT 
FOR 
RESALE 


RADIO 

STATION 

COPY 


SWEET DREAMS, SWEET 
RUNAWAY CHILD 


©, 






■E. Levitt - K. Young- 
Arranged by Bill Justis 
Produced by Bill Justis 




Barcas reg. 








444578 

JZSP 137633 

2:39 

Publisher: 
Wren Music 
Co., Inc. 
(BMI) 


/©JamIe 

ratfRECORI 




Commonwealth 
United Music 
(BMI) 

Time: 2:38 

(J-KKA-22X) 

PROMOTION COPY 


Production and 
Sound by “Mike” 


NOT FOR SALE 


RAIN 

(Dino - Sambello) 

NEW HOPE 

^ ** MtoiE RECORD CO. pvAVV> 







Commonwealth 
United Music 
(BMI) 

Time: 2:38 

(J-KKA-22XS) 

PROMOTION COPY 


RAIN 

(Dino - Sambello) 

NEW HOPE 


STEREO 

1385 

Production and 
Sound by “Mike” 

NOT FOR SALE 




A By 


j *mie record CO. 
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SNOWFALL A Memory of Claude 

Produced by Bill Borden & Steve Marvin 



CLAUDE CONTEMPLATING 
THE FUTURE 

ABOUT CLAUDE THORNHILL 

Following sideman and arranging stints for, among 
others, Ray Noble, Freddy Martin, Andre Kostelanetz, 
Benny Goodman, Hal Kemp, and Skinnay Ennis, as well 
as recordings with Billie Holiday, Mildred Bailey, and 
Maxine Sullivan (whom he discovered in Pittsburgh, 
brought to the New York Onyx Club, and made famous 
with the “swing” version of Loch Lomond), Claude 
Thornhill formed his first big band in the winter of 
1939-1940. By the time he went into the Navy in 1942 
he was world-famous and had created sounds unlike 
those being made by any other dance band, thus win- 
ning great favor with the public and critics alike, and 
with musicians everywhere. After a brilliant Navy 
career, first with Artie Shaw and later with his own 
band and entertainment unit, which toured extensively 
in the Pacific Theater of War (he was decorated by 
Admiral Nimitz for this work), Claude reorganized his 
big band in 1946. 

When the bottom dropped out of the band business in 
the late ’forties almost every important leader had to 
face the fact that the future would not hold the same 
promise as had the past. Hotels, ballrooms, amusement 
parks— even such strongholds as the Meadowbrook, Glen 
Island Casino, and the Atlantic City Steel Pier— all of 
these were either shuttered or at least forced to curtail 
their operations drastically. Only college proms and 
club dates continued as dependable sources of bookings 
(and income), and these were mostly limited to week- 
ends. Some leaders gave up the ghost entirely. A few, 
such as Guy Lombardo and Duke Ellington, American 
institutions both, managed to keep booked. The Dorseys 
worked, apart and together, till they died within months 
of each other. Benny Goodman worked sporadically, and 
Woody Herman attempted a vocal career as a single be- 
tween “Herds”. Vaughn Monroe became the voice of 
RCA Victor TV and Radio commercials. In the case of 
Claude Thornhill, he could have chosen between several 


lucrative careers— as an arranger and composer for films 
(he had done some of the scoring for .Judy Garland 
in Babes In Arms), as a cocktail pianist, as an accom- 
panist for such stars as Tony Bennett and Vic Damone 
(with both of whom he did work for a while)— or he 
could risk an economically uncertain future as a full- 
time bandleader. He chose the latter path. 

Although beset by personal difficulties and ill health 
for a time, he emerged triumphant from all this and 
succeeded in maintaining dance bands of varying sizes 


Side One THE BIG BAND OF THE ’ FORTIES 

1. SNOWFALL 

(Thornhill; Mutual Music Society, ASCAP. Time: 
1:15) 

LOVE TALES 

(Rose-Ryan; Leo Feist, Inc., ASCAP. Time: 3:1,0) 

2. TRAUMEREI 

(Schumann, arr. Thornhill; Mutual Music Society, 
ASCAP. Time: 2:21) 

3. SLEEPY SERENADE 

(Singer-Greene ; Leeds Music Corp., ASCAP. Time: 
2 : 00 ) 

4. WHERE OH WHERE HAS MY 
LITTLE DOG GONE? 

(P.D. Time: 2:50) 

5. WHERE OR WHEN 

(Rodgers-Hart; Chappell and Co., Inc., ASCAP. 
Time : 2 :09 ) 

6. SNOWFALL 

(Thornhill ; Mutual Music Society, ASCAP. Time: 
2:36) 

Side Two THE SMALL BAND OF 1963 

1. SNOWFALL 

(Thornhill; Mutual Music Society, ASCAP. Time: 
:S1) 

SOUTH 

(Hayes-Motcn; Peer International, BMI. Time: 
1 :45) 

2. JOSEPHINE 

(Kahn-Bivens-King ; Leo Feist, Inc., ASCAP. Time: 
1 : 02 ) 

ALLEY CAT 

( Bjorn ; Metorian M usic, BMI. Time : 2 :05 ) 

3. CANADIAN SUNSET 

(Gimbel-H eywood ; Vogue Music, BMI. Time : 1 :57) 

4. NEVER ON SUNDAY 

(Hadjidakis-Towne ; Unart Music-Lee Music, BMI. 
Time :2 :25 ) 

GREEN EYES 

( Menendez-U,trera-Rvvera-W oods ; Peer Interna- 
tional, BMI. Time: :57) 

BRAZIL 

(Barroso-Russel; Peer International, BMI. Time: 
-1 :50) 

5. ROYAL GARDEN BLUES 

( C. and S. Williams; Shapiro-Bcmstein Co., Inc., 
ASCAP. Time: 2:33) 

6. SNOWFALL 

(Thornhill ; Mutual. Music Society; ASCAP. Time: 
1:53) 


until his untimely death in July of 1965. He could al- 
ways produce a big band if the bookings demanded (or 
permitted), but he also came to enjoy working with 
anything from six to twelve men. He was never with- 
out work when he wanted it. 

By 1964 the “name” bands began to reappear at the 
River Boat in New York City, and at other key spots 
across the land. Claude was considering a full-time re- 
turn to the big band format and was actually booked 
into the Steel Pier, to have opened the week he died. 
He was also pencilled in for a date at the River Boat 
the following spring. Recording companies were again 
romancing him. The future looked bright, indeed 

ABOUT THIS ALBUM 

This album, combining sides from the ’forties and 
’sixties, could well be considered an historical document 
of what happened to the band business between 1941 
and 1963, as Rusty Dedrick pointed out when helping 
us decide what cuts to use. 

The first side consists of performances by Claude 
with the big band of the ’forties. All the numbers were 
closely associated with his rise to prominence, and fea- 
ture such illustrious sidemen as Irving Fazola, Conrad 
Gozzo, Rusty Dedrick, and Bob Jenny. Moreover, many 
of them were arranged by Claude himself t Love Tales, 
Traumerei, Where Or When and Snowfall). Where Oh 
Where Has My Little Dog Gone ? was arranged by Dale 
Brown, an alto sax and clarinet man who wrote in the 
vein of the Bob Crosby Band, but with emphasis on the 
unison clarinets and other typically Thornhill colora- 
tions. Sleepy Serenade was arranged by me, in consulta- 
tion with Claude. Together we found some effects that 
came to be a part of the long line of “mood" hits, the 
most famous of which was probably Autumn Nocturne. 

The second side is made up of selections from a tape 
Claude made in a Memphis studio in 1963 as a promo- 
tion gimmick for dance dates. The band is small, not 
really very good, and the performances are extremely 
informal. But they are danceable performances. Claude 
loved to play for happy dancers, and he could obtain 
more steady work at that point with this type of music. 
Perhaps the following story related to me by Ruth 
Thornhill, his widow, will explain why Claude was so 
happy when “playing for the Josephine crowd". 

“We’ve both spoken of how Claude loved to watch 
people dance— the young and the older-I remember 
sitting at dinner with him in St. Petersburg, Fla.— Guy 
Lombardo had a piece of the Marina, complete with 
large cafe, etc.— it was the first time Claude had ever 
watched Lombardo work, and he was thrilled !— really 
and truly— and like a small boy— the uniforms, the music 
stands— were the greatest. But I think above all he 
loved the people that were dancing— they were predom- 
inantly middle-aged and prosperous— content and, as he 
said, ‘Nobody leaves the floor’. And this was always so 
important to Claude— to keep them on the floor." 

So, regardless of this small band’s vagaries, Claude's 
pianistics and informally witty announcements make 
this second side, to us, a delightful document of this 
facet of Claude Thornhill's rather complicated person- 
ality and manifold talents. I, as the original staff ar- 
ranger for and long-time close friend of this remarkable 
man, am thankful to Ruth Thornhill for making this 
tape available, and I feel proud to have been privileged 
to produce Snowfall— A Memory Of Claude. 

BILL BORDEN 


MONMOUTH-EVERGREEN RECORDS, Park Sheraton, New York, N. Y. 10019 
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Face A 

1. THE ROSE 

(A. Me Broom) 3'44 

2. FEELINGS 

(Morris Albert) 4'09 

3. WOMAN IN LOVE 

(B. ft Gibb) 3 '45 

4. LADY 

(L. Richie Jr) 3’3 0 

5. CHANTE LA VIE 

(F. Monteil) 2'46 

6. THE WAY WE WERE 

(Bergman/Hamlisch) 3 '16 
Face B 

1. TOI, MA NUIT 

(F. Monteil/J.-C. Aprile/F. Monteil) 3’24 

2. SEUL AVEC MES REVES 

(F. Monteil/J.-C. Aprile/F. Monteil) 2'56 

3. LETTRE A MARIKA 

(F. Monteil) 3’07 

4. ELLE COURT 

(F. Monteil) 3'14 

5. RIVAGES 

(F. Monteil) 3'43 

6. MIDNIGHT BLUES 

(F. Monteil/J.-C. Aprile/F. Monteil) 2'19 


avec I'aimable collaboration musicale de JEAN-PIERRE BOURET 
Production : Jean-Claude Aprile 
Secretariat Artistique : AJC (16) 90-53-58-32 
Photo recto : De Laleu 
Photo verso : B. Muntaner 
Enreglstrement : Studios du Chesnay 
(Philippe Besombes et Rodolphe Prin) 

Gravure : Jean-Pierre Bouquet 
Un grand merci a Freddric Monteil 
® 1982 © 1982 CARAVAGE, France 
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LEE STOVER 
FOR THE FIRST TIME 

SIDE ONE 

1. IT COULD HAPPEN TO YOU 

(Burke & Van Heusen/Famous Music/ ASCAP) 2:30 

2. THE NEARNESS OF YOU 

(Washington & Carmichael/Famous Music/ ASCAP) 4:20 

3. MORE 

(Oliviero-Ortolani-Ciorciolini-Newell/ 
Marks Music/BMC 3:14 

4. LITTLE GIRL BLUE 

(Rodgers & Hart/Harms/ ASCAP) 3:23 

5. (OUR) LOVE IS HERE TO STAY 

Gershwin & Gershwin/Chappell/ASCAP) 2:05 

SIDE TWO 

1. SATIN DOLL 

IMercer-Strayhorn-Ellington/ 
Tempo Music/ ASCAP) 2:03 

2. IN THE WEE SMALL HOURS 

(Hilliard-Mann/Evans Music/ ASCAP12: 37 

3. LOVE ME OR LEAVE ME 

(Kahn & Donaldson/Kahn Music/ ASCAP) 2:21 

4. SINCE I FELL FOR YOU 

I Johnson/ Advanced Music/ASCAP)4:50 

5. YOU'D BE SO NICE TO COME HOME TO 

(Porter/Chappell /ASCAP) 2:16 


Listening to Lee Stoverj makls \ )u re ilize 
what a complex and |wonderfi Jhir j it 
is to be a human being. If lister ngjto Lee 
for the first time, welco ne to thk " 'rrt 
Glad -I'm-Alive Club." ee, algfeat lew 
talent, sings about ove, e timglesd 
emotion. She sings with oompassion 
and warmth, with heart-catching 
vulnerability, with the courage that 


rellize 


.XL'P 


blinks away a tear and gets\on 
with the business of living. Listen- 


with the business of living. Listen- 
ers praise Lee's supple voice, her 
superb style and phrasing. But 
what moves them to tears and stirs 
their hearts is the emotionally honest, 
sensitive personality behind the voice. 
YOU'VE HEARD LEE STOVER FOR 
THE FIRST TIME - BUT NOT THE 
LAST TIME. 


Produced by-Bob Ashton 
Engineers-Joe Higgins/Ron Green 
Jacket Design-Pat Henry/atop 
Recording American Artists 
Studios. Springfield, Missouri 
REX ME R EDI TH-GUITAR 
DAVE PEASE-BASS 
ED BUNGE-DRUMS 







i STEREO 

VST-1 001 


A unique styling and a natural sense of piano 
mastery are combined in this album to 
introduce to you Jim Crowley. At Marywood Col- 
lege Jim first attempted to familiarize himself with 



the ivory keyboard and there encountered numer- 
ous requests for encores. Over the years Jim has 
had a few formal lessons. However, his piano 
prowess intensified while performing at the local 
pubs of his adopted city of Scranton and native 
city of New York. Jim, who established a new 


1. INTERLUDE BMI 2:54 

from Columbia Pictures film “INTERLUDE” 

Screen Gems — Columbia Music Inc. 

2. WAIT UNTIL DARK ASCAP 3:06 

from Warner Bros. Seven Arts film 

“WAIT UNTIL DARK” M. Witmark & Sons, 

Northridge Music Inc. 

3. Theme from 2nd MOVEMENT, MOZART 

21st Piano Concerto, C major P.D. 3:19 

4. IF YOU LOVE ME, REALLY LOVE ME BMI 4:44 

Duchess Music Corp. 

5. WHEN I LOOK IN YOUR EYES BMI 3:39 

from 20th Century Fox, Arthur P. Jacobs Prod. 
“DOCTOR DOOLITTLE” Hastings Music Corp. 

VOICE- HELENE OLECKI 


CREDITS 

PHOTOS - FRONT COVER - TOM GRILL 

BACK COVER - LEW MARCUS 


PIANO - STEINWAY MODEL D CONCERT GRAND 


RECORDED — 25 & 26 July 1971 at Marywood College, Fine 
Arts Auditorium, Scranton, Pa. 

ENGINEER - PAUL DICKSTEIN 



RECORD: 


worlds piano play ing endurance record, returned 
to the concert stage of Marywood College^to 
record this, his first album. ' 

This is the album. , . . an album of emotion to 
reawaken a tender feeling or some forgotten 
memory. 

This album has been further enhanced by the 
haunting voice of Helene, adding a mood which 



Jim says he borrowed from a master of mood — 
Norrie Paramor. J. Michael Eagen 


SIDE 2 

1. HERE’S THAT RAINY DAY 

Dorsey Brothers Music Inc. 

2. HERE THERE AND EVERY WHERE . 

Maclen Music Inc. 

Stanley Shapiro Prod., Cinenama Cents 
Films "ME, NATALIE” 

Northridge Music Inc. & April Music Inc 

4. WINDMILLS OF YOUR MIND 

from United Artists Production 
“THOMAS CROWN AFFAIR" 

United Artists Music Co. Inc. 

*5. TWO FOR THE ROAD 

from 20th Century Fox Film “TWO FOR 
THE ROAD” Northridge Music Inc. & 
20th Century Music Corp. 


ASCAP 4:11 


RE-MASTERING - Courtesy of WWDL FM & DOUG LANE 
ASSOCIATES, Scranton Pa. 

PRODUCED - JIM KELLY 


LANDO 


ART DIRECTION - FREDD 
FRANK BALEST 


DESIGN 
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Ella Fitzgerald Sings the Rodgers and Hart Seng Book 

, -.4 i- 

VOLUME I 


Introduction 

In regard to Larry Hart's words I am perhaps the greatest living 
expert. Larry and 1 worked together for over tweniy-four years, from 
the lime 1 was sixteen and he was twenty-three until his death in 
1943 when 1 was; forty and he forty-seven. This was possibly the 
oldest partnership in the history of the theatre, with the exception 
of the Schuberts who have been united by blood as well as predilec- 
tion. 1 have no fear that my devotion to these lyrics is solely 
emotional. It was necessary, during all those years, to examine these 
words and work with them not only in the stage of composition 
but in the stage of projection (the process of getting actors to sing 
the words intelligibly and to see that no distractions in the way of 
bad lighting or loud orchestra interfered). Mr. Hart’s composer 
would have to be highly aware of the phonetic subtleties and 
semantic overtones in these lyrics, and 1 believe I have always been 
very much alive to them. 

The reader may be curious about the work methods we employed 
in writing these songs and shows. Our work habits were almost as 
diversified as the subject matter. We always had a distaste for artistic 
self-pampering, as 1 still have today, and only rarely did we ever 
take one of those hide-out trips so popular with writers. It was 
when we were preparing “On Your Toes” for rehearsals. Our writing 
had been interrupted by extracurricular pressures so often that we 
took a suite at the Ritz in Atlantic City for a week-end in the hope 
that we could finish one of three important songs that remained 
to be done. We returned to New York on Monday with all three com- 
pleted, and I remember that we felt happy and rested. 

Only one thing remained constant in Larry’s approach to his job. 
He hated doing it and loved it when it was done. There was the 
never-ceasing routine of trying to find him, locking him up in a 
room, and hoping to fire his imagination so that actual words would 
get down on paper. It wasn’t wise to leave him alone for a moment 
because he would simply disappear and have to be found all over 
again. His pencil would fly over the paper and soon the most dif- 
ficult part of all would begin: the material had to be edited and 
he loathed changing any word once it was written down. When the 
immovable object of his unwillingness to change came up against 
the irresistible force of my own drive for perfection, the noise 
could be heard all over the city. Our fights over words were furious, 
blasphemous, and frequent, but even in their hottest moments we 
both knew that we were arguing academically and not personally. 
I think I am quite safe in saying that Larry and I never had a single 
personal argument with each other. 

It seems to me that Larry’s later lyrics were of a higher degree of 
excellence than his early ones and that they achieved this through 
a growing maturity of their own. Later on he seemed almost to 
substitute warmth for wit, and while he really didn’t know how not 
to be clever, he began to show off less and to be more concerned 
with emotion. “Where or When,” for instance, had much of the 


philosophical in it, and I can think of no lyric more touched with 
tenderness than ‘Tunny Valentine.” In the face of the pin-wheel 
brilliance of some of Larry’s work, one is inclined to forget the 
deeper phases of his writing. 

Larry and 1 were brought together in 1918 by a mutual friend 
who knew that each of us needed a collaborator. It shocks me to 
realize that this happened thirty-three years ago, but it excites me 
to think of the technical content of the discussion that went on that 
Sunday afternoon. 1 heard for the first time from the master (he 
was twenty-three, and seven years my senior) of interior rhymes, 
feminine rhymes, triple rhymes, and false rhymes. I listened with 
astonishment as he launched a diatribe against song writers who 
had small intellectual equipment and less courage, the boys who 
failed to take advantage of every opportunity to inch a little further 
into territory hitherto unexplored in lyric writing. “If you wanted to 
write about New York, you didn’t have to be as naive as ‘East Side- 
West Side’.” A couple of years later he said, 

“We’ll have Manhattan 
The Bronx and Staten 
Island too.” 

and Rodgers and Hart had written their first hit, although we 
weren’t to find it out for several years. 

— Richard Rodgers 

about Ella... 

It was a long journey from “A Tisket A Tasket” to the Rodgers 
and Hart Song Book ... It took nearly twenty years, during which 
time Ella Fitzgerald merely outgrew, outlasted — and outsang what 
few young ladies came along to challenge her absolute supremacy 
among popular and jazz vocalist. 

Ella has hypnotized or at least delighted the majority of musicians 
and her fellow singers from the beginning, but the vastly larger 
audience that she deserved, and the savants of “smart” songs whom 
she longed to please remained for a long time only dimly aware 
of her existence. 

Much of the fault lies with Ella herself: she has lived a life devoid 
of the lurid, scandalous and spectacular elements that have made 
some of her rivals such great “copy” for the popular journalists 
and biographers . . . But much of the blame must be placed in the 
preponderance of bad, desperately “commercial” songs which she 
recorded prior to 1956. It’s true that she always could make any 
song sound much better than it was, but it also is true that, the better 
the song, the better Ella sings. 

Ella’s first recording was made in 1935, shortly after her first 
appearance as vocalist with Chick Webb’s band. Thereafter she 
appeared on at least one side of most of the records Webb made 
until his death in 1939. Her output on disks was supported almost 
exclusively by the jazz cult until mid-1938 when she herself put 
together a swing version of an old nursery jingle and came up with 
u million-seller entitled “A Tisket A Tasket.” 


To the dismay of the jazz people, and perhaps Ella also, this 
became her trademark. The record company tried time after time 
to come up with another success in the same vein. 

Her next sizeable seller came seven years later. It was her duet 
with Louis Jordan — the calypso comic bit, “Stone Cold Dead In 
the Market.” Ella with her marvelous ear and equally marvelous 
timing turned this into a dialectal delight. It was nearly two years 
later, in ’47, that she came up with another blockbuster . . . After a 
series of “cover” sides (recordings of tunes that had become hits 
originally via other artists on other labels) Ella asked for and got 
her own way for just one spare “take.” It turned out to be her hit 
recording of “Lady Be Good.” Here she invented her own scat 
language, and reeled off chorus after chorus that put to shame many 
of the best improvising instrumentalists. 

She followed up with the similar “Flying Home” and “How High 
the Moon” and then began another succession of covers, revivals 
and mediocrities, none of which seemed designed to hit the larger 
public. 

Finally, Ella joined Verve in 1956 and it took just one album to 
prove that there existed a large audience for the things Ella doe.- 
best, and what she likes best to do . . . meaning, of course, the better 
songs. We’re referring to the monumental “Cole Porter Song Book,” 
one of the outstanding examples of popular vocal art, and an all- 
time best seller. 

The Cole Porter volume was only the first in a series of Song 
Books by Ella, each devoted to one of the great American song- 
writers or teams. This beguiling Rodgers and Hart collection is 
part of the project . . . Irving Berlin and Duke Ellington volume- 
have been completed and more are on the fire. 

At long last Ella is singing the songs that are worthy of her, and 
singing better all the time. 

— Bill Simon 


and about the arrangements... 

Most arrangers stamp their own identity in what they write, 
whatever the tune may be, and it is rare that the true spirit of not 
only the melody but the lyric is captured. Primarily they comple- 
ment the vocalist and let it go at that. In this album the rare excep- 
tion transpires: Buddy Bregman accurately captures not only the 
soaring Rodgers melodies and the very special Hart lyrics, but the 
magic of Ella Fitzgerald’s interpretation. 

Norman Granz 

Producer of the Rodgers and Hart Song Book 

We wish to thank Simon and Schuster, Inc. for allowing us to quote 
from Richard Rodgers’ Introduction originally written for the 
“Rodgers and Hart Song Book.” This material is copyrighted (19.il) 
by Simon and Schuster, Inc. 


The Tunes are: 


HAVE YOU MET MISS JONES? 

from I’d Huthrr Ur Bight (1937) 

YOU TOOK ADVANTAGE OF ME 

/ram Pmrnl Arm % (1928) 

A SHIP WITHOUT A SAIL 

from lleodi Up (1929) 


THIS CAN’T BE LOVE 

from Tho Uoy s from Syracuse (1938) 

THE LADY IS A TRAMP 

from Dabri in Arm « (1937) 

MANHATTAN 

from The Garrick Gaieties (1925) 


JOHNNY ONE NOTE 

from Dabes in Arms (1937) 

I WISH I WERE IN LOVE AGAIN 

from Dabes in Arms (1937) 

SPRING IS HERE 

from I Married an Angel (1938) 


IT NEVER ENTERED MY MIND 

from Higher nml Higher (1940) 

WHERE OR WHEN 

from Babes in Arms ( 1937 1 

LITTLE GIRL BLUE 

from Jumbo ( 1935) 
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“LADY SINGS THE BLUES” 


BILLIE HOLIDAY 


UTADY Sings the Blues,” which is of course the title of this 
L album, happens also to be' the title of an important book in 
the jazz field — Billie Holiday’s autobiography in which Lady Day 
does sing the blues, sings them honestly and without self-pity. It 
would have to be that way in print since there’s little appreciable 
difference between Lady Day in print and Lady Day on record. 
What is there is there — and nothing is held back. “If you find a 
tune and it’s got something to do with you, you don’t have to 
evolve anything,” Miss Holiday has written. “You just feel it and 
when you sing it, other people can feel something, too.” Well, that 
just about sums it up. With the selections in this album, as in the 
others that have preceded it, Miss Holiday sings it — and it is there 
for anyone to feel. There are the somewhat pleasant tunes, “Too 
Marvelous for Words,” which Johnny Mercer and Richard Whiting 
wrote back in 1937, and the Jimmy Van Heusen-Mercer song, “I 

The tunes are: 

Side "A" 

LADY SINGS THE BLUES 
TRAV'LIN' LIGHT 
I MUST HAVE THAT MAN 
SOME OTHER SPRING 
STRANGE FRUIT 
NO GOOD MAN 


The personnel on Side “A” and the first two tunes on Side “B” 
is: Wynton Kelly, piano; Kenny Burrell, guitar; Aaron Bell, bass; 
Leonard Browne, drums; Charlie Shavers, trumpet; Paul Quini- 
chette, tenor saxophone ; Anthony Sciacca, clarinet. 


Thought About You.” But mostly, with Billie, it is the blues in this 
album — the title song, to begin with, her own immensely touching 
“God Bless the Child,” and the heart-wrenching “Strange Fruit.” 
The same sentiment is expressed along more commercial lines with 
“Love Me or Leave Me” and “Willow Weep for Me” and, with a 
sharp strain of irony, in “Trav’lin’ Light” and “Good Morning 
Heartache” (whose title is in itself an ironic juxtaposition of 
sentiments) . 

Billie Holiday, as everyone knows by now, has led a torn and 
tattered life — all of this is revealed candidly in her autobiography. 
But the fact is, the printed word can explore only so many subtle- 
ties of human experience. For the rest — well, when Lady sings the 
blues on record, singing with everything that is in her, the subtle- 
ties are there. They are all there. 


Side "B" 

GOD BLESS THE CHILD 
GOOD MORNING HEARTACHE 
LOVE ME OR LEAVE ME 
TOO MARVELOUS FOR WORDS 
WILLOW WEEP FOR ME 
I THOUGHT ABOUT YOU 


The personnel on the last four tunes on Side “B” is: Bobby 
Tucker, piano; Barney Kessel, guitar; Red Callender, bass; Chico 
Hamilton, drums; Willie Smith, alto saxophone • Harry Edison, 
trumpet. 



Cover Photo by Herman Leonard 


Printed in U.S.A 
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SIDE A 

1. Family Vacation 

2. Love Inside This Magic Circle 

3. Baby Do A Thing With Me 
4- Adrift in a Sea of Madness 
'5. Caretaker 

6. Decision 

7. Portrait of Evil 

8. Dog ofDeath 

9. Perversion, Ignorance, Apathy 

10. Tomb of Darkness 

11. Torgo’s Lament 

12. The Search Continues 

13. Prayer to Primal Darkness 
/ra. A Strange Gait 


SIDEB 

1. Uncontrollable Passion 

2. A House Divided 

3. Manos, Thy Will Is Done 

4. Chaos 

5. An Unfulfilled Desire 

6. The Servant Fails the Master 

7. Sacrifice 

8. The Futility of Fighting Fate 

9. Manos Has You Now 

10. The Circle of Fate 

11. Forgetting You (Love Theme from 
Manos : T he Hands oS Fate) 

©lots Ship Shore Media, LLC. All Rights 
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starring TOMNEYMAN JOHN REYNOLDS DIANE MAHREE HAL WARREN 
all music composed by Robert Smith, Jr. & Russ Huddleston 

written, produced and directed by HAROLD P. WARREN 








I remember Robert Smith and Russ Huddleston, who wrote the music and lyrics (respectively) for the two 
songs I sang on the soundtrack Sor Manos , as two happy young guys, very excited about their songs "Magic 
Circle," and "Forgetting You". Being originals/ new to me, I wasn't sure how to tell their stories, so I looked Sor 
their approval oS my interpretation. On "Magic" the key was too high Sor my comSort. "Forgetting You" had a 
haunting Seel. I liked both songs, and gave them my best. And still do, These songs are still in my music library 
and I look Sorward to perSorming them again, and again. 


- Nicki Mathis (Vocalist, “Magic Circle” & “Forgetting You”), 2015 


A Word from the Ship to Shore PhonoCo. Team 

In early 2015, the original 35mm soundtrack negative to MANOS: The Hands of Fate was discovered, giving Sans 
a better look into the bizarre world oS the Silm. ASter a restoration by Steve Addabbo at Shelter Island Sound in 
New York City, sonic imperSections still apply, but deSinite audio improvements have been made, including a 
drastic decrease in hiss and distortion. Ship to Shore PhonoCo. believes that this is the deSinitive audio edition 
oS MANOS: The Hands of Fate. 

XOXO STSPC 

©2015 Ship to Shore Media, LLC All Stills Provided by Ben Solovey (www.manosinhd.com) Made in the U.S.A. 

Visit us online at www.shiptoshoremedia.com 






HERCULES DAVIS BIG JOHN ALLEN 

TENOR GROUP MANAGER AND LEAD SINGER 

NATIVE OF ORANGEBURG, S C. NATIVE OF MIAMI. FLA 



TIMMIE 

BASS GUITARIST 

NATIVE OF ALA 



FRANK RUMPH 
BARITONE 

NATIVE OF RIDGEVILLE. S.C 





SECOND LEAD SINGER 
GROUP WRITER AND ARRANGER 

NATIVE OF SAVANAH, G.A. 


SIDE 1 TITLE 


LEAD SINGER 


1) IF IT WASN'T FOR THE LORD 

2) THE LORD WILL PROVIDE 

3) HE TOUCHED ME 

4) I HAVE NO FRIEND LIKE YOU 

5) THE LORD'S BEEN GOOD TO ME 


BIG JOHN ALLEN 
CHARLES COOK 
BIG JOHN ALLEN 
BIG JOHN ALLEN 
CHARLES COOK 



WILLIE SIMS 
BUSINESS MANAGER 

NATIVE OF ORANGEBURG. S.C 




SIDE 2 TITLE 


LEAD SINGER 


1) NEVER TURN BACK 

2) WON'T THAT BE A TIME 

3) DON'T LET THE DEVIL RIDE 

4) ONLY BELIEVE 

5) YOU DON'T HAVE TO GO 


BIG JOHN ALLEN 
BIG JOHN ALLEN 
CHARLES COOK 
BIG JOHN ALLEN 
BIG JOHN ALLEN 





PRODUCED BY RICHARD M PRIMUS 



DY-RICH RECORDING CO. 

121 N. 23rd STREET 
WHEATLEY HEIGHTS, N.Y. 11798 

(516) 491-1576 
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PROBE 

sound where there has been silence 


A bold new series of 
documentary albums 
that explores vital issues 
in the search for truth. 


Here’s Lenny Bruce 
in perspective . . . 
Live performances 
and commentary 
that help to explain 
what he did and why 
he died! 


Here’s Lenny Bruce 
in perspective . . . 

King of the sick 
comedians... 
purveyer of filth and 
obscenity . . . drug 
addict — so say his 
critics! 


Here’s Lenny Bruce 
in perspective . . . 
Social critic and 
man with a cause — 
so say his contem- 
poraries, friends 
and family, who 
attempt to explain 
why he lived and 
why he died! 


Here, possibly for 
the first time, is... 
LENNY BRUCE 
IN PERSPECTIVE! 


Interviews and Recordings by 
Lawrence Schiller and Lionel Olay 

Narration written by 
Richard Warren Lewis 

Edited and Produced by 

LAWRENCE SCHILLER 



THIS MONOPHONIC MICROGROOVE' RECORDING IS PLAYABLC ON MONOPHONIC AND STEREO PHONOGRAPHS IT. CANNOI BECOME OBSOLETE. It WILL 
CONTINUE TO BE A SOURCE OF OUR.IANOING SOUND REPRODUCTION, PROVIDING THE FINEST MONOPHONIC PERFORMANCE FROM ANY PHONOGRAPH. 
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ALSO AVAILABLE IN STEREO 
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MEET HbARRif TER 


The road from Atlanta to New York is long, but DJ LARRY TEE found it paved with the finest 
faux gold. An Eagle Scout who freaked way out, LARRY TEE and his sex-sational LA PALACE DE BEAUTE 
are now the undisputed rulers of New York's hottest party scene. DETAILS and VILLAGE VOICE regularly 
run his fashion and music pronouncements, and his weekly LOVE MACHINE deep-house sweat-fest at 
THE UNDERGROUND (once Warhol's Factory) is on everyone's in-list including LIZA MINNELLI'S 
who recently spent a wild night there on the packed dance floor. ^ 

LARRY TEE'S tender years were spent in Atlanta's style-birthing NOW EXPLOSION, who had the nerve to 
revive the 70 's while people were still embarrassed about them. Decked out in polyester bell-bottcms, 
ball-fringed vests and mood rings, the band shook up club audiences frcm New York to Miami with songs like 
"Nappy/Stuff", "Bar-B-Que", "Mandingo", and "Bouncy" in discomanical smoke-ins that often included the 
ritualistic denuding of grinning college hunks and high-bouncing babes. The multi-talented LARRY TEE also 
wrote many of the fiercest songs on RUPAUL's STARBOOTY LP, produced by THE POP TARTS on the 
FUNTONE USA record label ("She pulled herself up from the depths of ghetto life to become one of America's 
top black models, and now she's an agent for the United States government"). 

With his shirtmering revue LA PALACE DE BEAUTE (the leggy LAHOMA VAN ZANT, renowned psychic 
JUDY LAGRANGE, the electrified LIZETTE, and the internationally-acclaimed RUPAUL), LARRY TEE'S 
recordings for FUNTONE USA include "The Playboy" ("There's a kind of a man who can walk into any restaurant 
or discoteque and get sane respect"), "The Pleasure Seekers" ("A car pulls up Tuxedo Drive - The Beautiful 
People are waiting inside"), and the just-released "VoguingAJhat Am I Gonna Do?/Deja Vu". 

A steaming-hot mix of disco, house, and Latin beats, the new songs will delight NOW EXPLOSION 
fans in Atlanta as well as the fun-hungry New Yorkers lining up to groove to LARRY TEE's 
glittering Las Vegas-style extravaganza and a planet full of new fans ready to step out and throw down. 

Crank up the fog machine, pile on those gold neck chains, and get ready for the latest party-rockin , 
show-stopping hits frcm The Man . . . The Player . . . Mr. Raw Dynamite . . - MR . LARRY TEE ! 





4,, "o* 5447Z- -k 
^U. Gc 30306 

If it's not fun, don't do it. 

404 377 7183 



FOR IMMEDIATE RELEASE Sept. 16, 198? 


for more information 
contact Dick Richards 



WEEKEND-LONG PARTY CELEBRATES DEBUT RELEASE 


One of Atlanta's most influential new exports, DJ LARRY TEE, 
returns home to host a weekend-long VOQUINQ Party September 29th and 30th 
at the electrifying C0L0RB0X in downtown Virginia-Highlands. 

VOQUINQ is the exciting new dance craze that combines two of 
America's hottest passions - dancing and modeling - into countless dramatic 
moments on the dance floor. Demonstrating VOQUINQ and providing free 
VOQUINQ lessons to C0L0RB0X patrons both nights will be two top models 
from LARRY TEE's star-studded revue, La Palace de Beaute - the vivacious 
LAHOMA VAN ZANT and psychic JUDY LAGRANGE. 

The party also honors the release of LARRY TEE's first solo recording, 
which features the dance hit VOQUINQ as well as the saucy, Latin-flavored 
"What Am I Gonna Do?" and the sultry ballad "Deja Vu". 

As an added bonus, JUDY LAGRANGE will be offering psychic readings 
and advice from her portable psychic tent. 

The parties begin both nights at 11:00pm. 



ROCKEY’S STYLE 



JBH050LP 

STEREO 


MOVIE ALBUM 



PALMER ROCKEY 


SIDE I 

1. SCARLET LOVE 

(Ascap 4:25) 

2. LOVE, LOVE ROCK 

(Ascap 4:10) 

3. FEELINGS OF LOVE 

(Ascap 3:00) 

4. ROCK IT 

(Ascap 3:00) 

5. SCARLET MOVES 

(Ascap 3:15) 


SIDE II 

1. LONGING FOR YOU 

(Ascap 3:40) 

2. THAT’S REAL COOL, BABY 

(Ascap 3:50) 

3. LOVE IS DEEP INSIDE 

(Ascap 4:24) 

4. SCARLET WARNING 

(Ascap 1:40) 

5. ROCKEY’S ROCK 

(Ascap 2:15) 

6. SMILE PRETTY BABY 

(Ascap 3:05) 



PRODUCER: PALMER ROCKEY 
COMPOSER: PALMER ROCKEY 
LYRICS: PALMER ROCKEY 


Made in 
England 




ROCKEY’S STYLE 



SCARLET LOVE 

JBH050LP 

666017264615 


PALMER ROCKEY 





The history of this record and the 
stories behind it are quite 
extraordinary. I first came across the 
actual LP about a decade ago when a 
copy I was curious about on ebay USA 
sold for about $200. I had no idea 
what it was, except it was music from 
a film I’d never heard of, by a man who 
looked from the front cover like some 
sort of weird rockabilly cult hero. 
Information about Palmer Rockey and 
the film was thin on the ground, but I 
discovered it had been mentioned by 
Jello Biafra in the RE Search Incredibly 
Strange Music Volume II book in 1934. 
I remained intrigued, simply because 
the rumours were that he was a 
remarkable con-artist and "disco 
lounge-lizard from hell". After waiting 
waiting waiting for ten years I finally 
bagged one of the originals. When I 
finally got to hear it, I was thrilled, 
excited and instantly obsessed. I’ve no 
idea why. I started playing it all the 
time. Like all the time. Even my 
children started singing along. The 
more I listened the stranger it became; 

I also felt that Palmer Rockey had put 
a surprising amount of deeply buried 
emotion into making the album. I found 
his voice strangely moving, his ideas 
fascinating, and the whole thing 
belonged smack bang in the middle of 
David Lynch land. 

With a little detective work I got in 
touch with Cookie Ann Rockey (AKA 
Mary Ann) who was Palmer Rockey’s 
wife in the 1970s. She was the first 
person to give me a true picture of 
Palmer Rockey's past. His name 
originates from his father's Italian last 
name - Rocchi, and his mother’s first 
name, Palmera. His mother died two 
hours after he was born. His father 
never remarried, but was incarcerated 
in a mental hospital when Palmer was 
8 years old and died there when 
Palmer turned 18 years old. Palmer 
earned a Ph.d in Philosophy at St. 

Louis University, decided he wanted to 
be a film writer and headed to the UK. 
At Shepperton Studios he handed in a 
script for Boris Karloff that possibly 
went nowhere, and soon returned to 
the USA with plans to not just write a 
new film, but to do everything else 
involved too. He believed he could 
make an Oscar winning movie. To do 
so (rumour has it) he borrowed and 
conned money from wealthy Texan 
housewives. He never worked at the 
time, being instead supported by his 
hard working wife Cookie Ann with her 
job at the Post Office. She even 
worked overtime for three years so he 
could get his film off the ground. When 
he had money, he shot film. When he 
shot film he fell out with crew and 
cast. He’d then run out of money. Then 
find some more, then shoot more film 
with new crew and cast. And so it went 
on, for years. The "finished" film, It 
Happened One Weekend was only 
shown once (ironically just once, one 
weekend), at the premier in Canyon 


Creek, October 11th, 1974. In fact the 
photo on the front of this LP was shot 
by Cookie Ann on her brownie camera 
the night of the premier, a night when 
Palmer had managed to get about 300 
people along. The film was written, 
produced, edited, directed and starred 
Palmer Rockey (as twin brothers of 
course), with music by Palmer Rockey. 
The plot was apparently demonic and 
"beyond the room of terrifying evil". 
Also included was a “Sunday Surprise 
Ending". I believe the surprise that 
Sunday was that people laughed all the 
way through, and even walked out. It 
was a total disaster on every level, 
nothing in the movie made sense. 
Undeterred by such poor initial 
responses Palmer Rockey took it to 
LA to try and get it qualified for the 
Academy Awards. He continued to 
tinker with the film, and released it 
again and again in several different 
versions over the next few years, firstly 
with the title It Happened One Sunday, 
which played briefly in Denver, El Paso 
and also at drive-in theatres. The film 
then disappeared, was recut with new 
scenes and appeared again in 1980, 
as Rockey's Style, Scarlet Love and 
also Scarlet Warning 666. All the 
while he was battling debtors, having 
already been sued in the 1960s by his 
uncle for non-payment of loans. 

There's not a great deal of information 
about his career and life in the 1980s, 
but we do know he passed away in 
1996, leaving behind very little apart 
from debt and this unusual self- 
pressed album. There is no sign or 
trace of any version of the film 
anywhere. 

I get the impression Palmer Rockey 
was a loner and black sheep, but he 
played the part of movie mogul well, 
dressing in outlandish clothes and 
suits. He could be spotted around 
college campuses and malls in the late 
1970s promoting his latest movie 
incarnation to the passing public, 
giving out his business card (Palmer 
Rockey, Movie Producer) and 
discounted or free passes weeks 
before a planned showing. Few would 
ever turn up. 

Palmer Rockey wrote all the music for 
the film(s), and there are two issues of 
the soundtrack from the same period - 
1980. There’s Scarlet Love, which I 
believe might be the first pressing. 

This was followed (or it's possibly the 
other way around) days or weeks later 
as he’d decided to change the name of 
the film again, to Rockey's Style. Both 
have the same original catalogue 
number and subtitle of "Movie Album", 
and both have track titles that do not 
match the albums. You will observe 
that I have kept the original and 
incorrect tracklisting on the LP sleeve, 
but kept the correct ones on the LP 
labels. Incidentally, there are possibly 
three different pressing of the vinyl to 
go along with the two different sleeves. 


Conductors: Ivan Kaufman, Don Zimmer, S. Montgomery 

Guitars: James Dougherty, Lee Robinson 

Piano: Ivan Kaufman, Don Zimmer 

Sax: Pete Brewer, Wally Roberts, Randy Lee 

Bass: Ernie Chapman, Louis Fischer, Bobby Gentry 

Drums: Dale Cook, Banks Diamond 

Engineers: B. McIntosh, B. Jones 


So, now you know a little more about 
this most extraordinary of soundtracks 
by this most extraordinary star. I shall 
now leave the music and Jon Brooks 
who remastered this edition to explain 
the rest. 

Jonny Trunk 2013 

Issued with kind cooperation of 
Mary Ann, AKA Cookie Ann Rockey. 

For further reading we strongly suggest 
you buy the book The Rock - 
The Life And Crimes Of Palmer Rockey 
by Cookie Ann Rockey. 

You will find it for sale on-line. 


Always expect the unexpected when 
working with Jonny Trunk. This time, I 
was passed a batch of recordings and 
with a devilish cackle, Jonny said This 
one’s a little odd, Jon’. In time- 
honoured fashion, I raised an eyebrow 
and had a listen... 

I won't go into the story of Palmer 
Rockey here; if you're reading this, 
you’ll undoubtedly know by now. If you 
don't, a little research will go a very 
long way. As I listened, Jonny told me 
the story of Palmer’s insatiable drive to 
make a film, which became 
increasingly intriguing as it went 
along, veering into the realms of "one 
of the most bizarre stories ever told". 
By the time the album had finished, I 
was hooked. 

So it's a soundtrack to a bizarre film 
that hardly anyone has seen, with an 
even more bizarre story behind the 
making of it. 

Musically, the instrumentation and 
playing on this album is superb. The 
rhythm session players are incredibly 
tight, but I have to wonder what was 
going through their minds as they 
recorded. I love Palmer Rockey's use 
of reprise and the way he interpolates 
and re-interprets standards such as 
“Are You Lonesome Tonight" and “Blue 
Christmas" (here as ‘Blue Sunday’), 
changing the lyrics to fit his own 
purpose. 

I was almost expecting a full-on rock 
freakout when “Scarlet Warning 666" 
came on, but it’s somehow all the more 
potent for basing itself around a gentle 
finger-picking guitar and a soft croon, 
more reminiscent of late 1960s pop- 
psych artist Gordon Alexander than 
Sabbath. 

Running throughout is an undeniable 
sense of fragility; an ever-present but 
fleeting vulnerability that never quite 
lays itself bare. A wonderful record, 
full of intrigue and definitely more than 
meets the ear on first listen. 

Jon Brooks 

(Cafe Kaput / Ghost Box) 


CRITERION STUDIOS 
DALLAS, TEXAS 
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FORBIDDEN LOVE 

MODERN ROMANCE 

RICO BARR 
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RICO grew up in the “three-decker” tennement house smack between 
the tracks and the big mill in the textile town. That’s where he lived, 
but he ran with a bunch of kids from all over town. His heritage was 
Mediterranean. His buddies' folks come from Ireland, Poland, South 
America and who knows where else. And, you know something, the 
word “Ethnic” hadn't been invented yet. When it came to music, Rico 
and the guys would crowd the audition booths at Mario’s Record Shop, 
downtown, where they would spend hours listening to Tito Puente, 
James Brown, Elvis and the rest. Sometimes they’d even buy a couple 
of “45’s”. . . an album, if they were flush. But always, the music was 
diverse, a reflection of all their tastes . . . just like their life- 
styles . . . their very beings. This was the “Melting Pot” that helped 
shape Rico’s unique sound. These were the influences he carried 
forward through an intense performing career. A performance hiatus 
has led to a proliferation of more than 200 soul-sensitive songs from 
his active pen. Smoky nightclubs have been replaced by the heady, 
creative, atmosphere of the recording studio. 

Fast forward to the present. 

Listen to Rico . . . and you’ll hear the world. 


“Rico grew up in a tennement between the tracks and the big mill in 
a textile town, and spent his young years listening to Tito Puente, 
James Brown, and Elvis - just part of the heritage that formed his 
current melting-pot nightclub approach. Recalling the sound of Donald 
Fagan and a hipper Billy Joel, but with a distinctly salsafied influence, 
this smoky burner will add a suave twist to a too-predictable alternative 
radio dominion.” 


Produced & Arranged: 
Engineer: 

Additional Mixes: 
Guitar: 

Background Vocal: 
Executive Producer: 


Carlos Campos 
John Chase 
Wendell Edmunds 
Leo Quintero 
Concetta Britto 
Pat Costa 


CMJ Vol. 16 


RICO BARR FAN CLUB 
c/o IMMIGRANT CITY RECORDS 

231 Sutton Street, Suite 2c 
North Andover, MA 01845 
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John Rennie High School 
Music Company 

TRAVELLING MUSIC 

SIDE 1 


1 Day By Day ( Schwartz -Arr. N. Leyden) 2’35 

2 A Mozart Festival (Comp. and Arr. by Clair W. Johnson) 632 

I 3 Yesterday ( Lennon- Arr. G. Cooper) 2’01 


4 Hootenanny 


Folk Festival for Band by Harold L. Walters) 5’42 


SIDE 2 

vpril is in MV Mistress’ Face (Morley) 2’28 

Raindrops K iep Failin’ on My Head (Bacharach) 2’10 

Mood Indigo (Duke Ellington, I. Mills, A.Bigard-Arr. A.Dedrick) 2’45 

One (Nilsson-Arr. Johnny Warrington) 2’10 

Bridge Over Troubled Water (Paul Simon) 3’49 

Hallelujah Chorus ( from The Messiah Handel - Arr. Johnson )... 3’30 


FESTIVAL ENSEMBLE directed by 

Margaret L. Farquharson , Mus. Bac., L.R.S.M. (London) 


SENIOR BAND and STAGE BAND directed by 
Walter R. Atwood, B.Mus., A.R.C.T., M.Sc. 


mm 


Since opening its doors to Lake- 
shore students eighteen years ago, 
John Rennie High School has main- 
tained a vigorous and rewarding 

music program. In the early years 
many students will remember Mr. 
S.E.McKyes whose choirs consist- 
ently achieved first place in local 
music festivals. Perhaps others 
will remember the music company's 
many musical productions including 
Oklahoma, South Pacific, Bye-Bye 
Birdie, Once Upon a Mattress, Peter 
Pan. Still other students will recall 
with fondest memories the many 
concert tours which the music 
company has made throughout the 
years, to Sarasota , Florida , 
Falmouth Mass., the Maritimes, 
the week spent living on a train 
while touring the Gaspe' peninsula 
at the invitation of the Government 
of Quebec , Saratoga Springs N.Y. 
and trips to Ontario too numerous 
to mention. 

You are now invited to share the 
happiness and joy that John 
Rennie students have experienced 
in their music. 


This record is dedicated to the 
parents of music students whose 
patience and understanding has 
been a source of continued 
inspiration . 


RECORDING: 

K.D.Baker- XSTechnical 

Enterprises Limited 
PO Box 1040, Pointe Claire 


TECHNICAL ASST, and 
GRAPHIC ART 
J. B. Wort ley 
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BIO 



ANGORA — Her voice is sexy, silky and Super 
Hot!! She has performed on Broadway in several 
musicals in which many of her roles have been 
critically acclaimed. She has also appeared in 
litany television commercials, TV pilots and talk 
i: $iows. 


ANGORA started singing/performing at the age 
of 9 and has been destined for fame and success 
ever since. 


Now signed worldwide by Connection Records, 
ANGORA makes her recording debut with a self- 
titled EP. The disc demonstrates her outstanding 
vocal ability and diversity. 

The EP was produced/engineered by John 
Holbrook and Howard Kessler. Mr. Holbrook has 
previously engineered the Isley Brothers and Todd 
Rundgren, and produced Randy VanWarmer’s 
smash hit “Just When I Needed You Most”. 
ANGORA is managed by David Feinstein 
Management. 
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God only knows how Billie Holiday -the abundantly 
talented Lady Day - survived as long as she did. 

Her brief life was chaotic from her birth in Baltimore 
April 7, 1915, until the day she died in a New York City 
hospital July 17, 1959. 

As a teenager, she worked as a prostitute “so that my 
mother and 1 didn't starve," she once told me. She was only 
10 when she suffered the horror of an attempted rape -and 
spent two days in jail being questioned about it. At a 
Roman Catholic home for needy children, nuns locked Billie 
in a room overnight with a dead girl in an inconceivably 
cruel punishment for a childish, minor offense. 

An illegitimate child, her mother was a housemaid, Sadie 
Fagan. Her father was Clarence Holiday, the guitarist in 
Fletcher Henderson's popular dance band. At 13, Billie quit 
school after finishing fifth grade and never returned to the 
classroom. 

“I thought of committing suicide," she said, “but 1 was 
afraid it would be too painful." 

She was exploited and mistreated throughout her 
mercurial career. One of the few “good guys” who helped 
her consistently was John Hammond, who plucked her out 
of a Harlem nightclub and produced her first records, with a 
Benny Goodman pickup band in 1933. 

Hammond also supervised a history- making series of 
superb records which teamed Holiday with pianist Teddy 
Wilson, records which disseminated Lady Day’s extra- 
ordinary vocal gifts throughout the world. Billie never 
garnered the acclaim of the masses; her popularity was 
restricted to musicians, singers and a comparatively small 
audience of jazz fans . 


This is a truly remarkable album. 

It was produced by the nationally prominent drummer, 
Jackie Mills, in a Los Angeles rehearsal studio “either in 
1954 or ’55," Mills advised me as these notes were being 
written. “Jimmy Rowles was the pianist and Artie Shapiro 
the bassist. I sat in the booth and listened. Most of the 
dialogue you hear is Holiday and Rowles discussing keys 
and exchanging comments on the songs.” 

Mills no longer plays drums. “I operate the Larrabee 
Sound Studios now,” he notes. He remembers that Holiday 
was a pleasure to work with. “1 obtained legal permission 
from her estate to issue our rehearsal recording on an 
album," he declares. “I believe ,it is a monumental, 
invaluable historical item.” 

Holiday sings a dozen songs in this fascinating program, 
and one can share her enthusiasm as she snaps her fingers 
and claps her hands while singing as only she could. Yet her 
comments - her talks -are even more intriguing. She offers 
two versions of “Please Don’t Talk About Me When I’m 
Gone" and amiably allows pianist Rowles to convince her 
that an obscure ballad, “Restless," should be included in her 
recital. 

This album reveals how Lady Day put together a record 
date, suggesting "breaks" and endings with which she felt 
comfortable. The tunes she selected are all excellent. 

Several of them she had never sung previously, much less 
recorded. 

It was my privilege, in 1939 in Chicago, to conduct the 
first formal interview Holiday ever granted. She was work- 
ing the Offbeat Club at 222 State Street, a basement bistro 
operated by Down Beat magazine one floor below Sam 
Beers' lengendary Three Deuces Club. 

She had already sung briefly with the Count Basie and 
Artie Shaw dance bands. 'Til never sing with a dance band 
again," she told me. And she never did, preferring to work 
as a single, a situation which gave her full control of the 
songs she preferred. She also declared that she tried to sing 
like a musical instrument, inspired mainly by Louis 
Armstrong and her devoted, gentle friend, Lester Young. 
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PHOTO COURTESY OF DAVE DEXTER JR. 


But even in ’39 Billie had a strong premonition that trouble 
was ahead. My interview with her, published in Down 
Beat, ended with this ominous sentence: 

“Billie Holiday is convinced her future will be as 
unglamourous and unprofitable as her past.” 

The once-beautiful Lady Day died under police guard as 
a narcotics addict. She was only 44. Her bank passbook 
showed a balance of 70 cents, but strapped to one of her 
emaciated legs at Metropolitan Hospital were fifteen $50 
bills. Alcohol had rotted her liver and heroin had done the 
rest. Her story, unarguably, is one of the saddest and most 
tragic ever recorded within the music profession. 

Paramount Pictures, in collaboration with Motown 
Records, produced a motion picture in 1970 based on 
Holiday’s Life. Diana Ross played the Lady Day role well, 
but the story line was grotesquely distorted in the dreadfully 
inaccurate screenplay by Chris Clark, Terence McCloy and 
Suzanne de Passe. Holiday’s colleagues, and many of her 
fans, were acutely disappointed with the result. 

In my work room at my California residence, I have an 
autographed photo of Holiday hanging on my wall, one of 
only four autographed likenesses 1 have posted in almost 50 
years of writing about musicians and singers. That 
treasured item will never be removed in my lifetime. 

-DAVE DEXTER, JR. 

Sherman Oaks, California 

Late summer of 1984 

SIDE 1 

I’ve Got It Bad 
Just Friends 

Walkin’ In Heaven With You 
Ghost Of A Chance 
Please Don’t Talk About Me 
Everything Happens To Me 
I don’t Want To Cry 



SIDE 2 


Prelude To A Kiss 
“I Must Have That Man” 
“Please Don’t Talk About Me" 
"When I'm Gone” 

Restless 

Moonlight In Vermont 
Jeepers Creepers 
Ending Jeepers Creepers 


3:52 



INTERMEDIA RECORDS, A DIVISION OF SOUNDWAVE INTERNATIONA] 
DISTRIBUTED BY QUICKSILVER RECORDS. 

8265 SUNSET BOULEVARD, LOS ANGELES, CAUFORNLA 90OR. 
WARNING: UNAUTHORIZED DUPLICATION IS A VIOLATION 
OF APPLICABLE LAWS. © W82 ALL RIGHTS RESERVED. 


Tho Illustrations/Photographs are a commercial concept for this 
album. Therefore we are unable to say that the Illustrations/ 
Photographs represent a completely accurate presentation of the 
recording artist as they did of now appear. This album may contain 
previously recorded material. 

ART DIRECTION / LAUREN 
PHOTOGR \PHY / CARRY BROD 
ivi/\HE*UP MELANIE S. EIC 
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“...Here's a fun album that is rambunctious, 
spontaneous, and uncontrived. 

For a blast in the past, try Mickie Finn’s!” 

miceig nnrs- 

U7E! 

THE sums OF THE RIOTOUS NBC- 
TELEVISION SHOW PLAY THE MUSIC 
THEV’RE FAMOUS FOR-THAT DYNAMIC. 
EXCITING. HIP HOKE POWERHOUSE 
SOUND THAT IS STRICTLY FOR FUN I 

The capacity of Mickie Finn’s in San Diego is 
450 people, and it is always packed to the raf- 
ters. But on Thursday nights, Mickie Finn’s 
doors swing open, and millions of people swarm 
in. The famed West Coast night club is now re- 
created in living color on nbc-tv. The same furi- 
ous musicmakers who made the original Mickie 
Finn’s great now make the whole United States 
rock and swing to the rampageous music they 
play. Their specialty is loud, fast, riproaring mu- 
sical dynamite. It pleases and astounds the ear 
in the exact same way a burst of spectacular fire- 
works astonishes the eye! 

An evening packed with the sensational Mickie 
Finn sound is right here in this album! It's the 
same kind ef razzle-dazzle kaleidoscope of hits 
they play on the tv show — from the Gay Nine- 
ties and the Roaring Twenties right up through 
the Sizzling Sixties! “Liebestraum” or “Let Me 
Call You Sweetheart” . . . “Bye Bye Blackbird” 
or “Beer Barrel Polka” . . . “Alley Cat” or "King 
of the Road" - you name it, they play it like it’s 
never been played before. 

In all its fabulous history, television has had 
many, many kinds of music, from Welk to Bern- 
stein to “Shivaree!’ But there has never, there 
has never been anything like Mickie Finn’s. The 
secrets behind the show’s success, outstandingly, 
are two: Fred E. Finn, the club’s cyclonic piano- 
player host; and Mickie Finn herself, Fred’s 
wife, the blonde and beautiful enchantress of 
the banjo. 

There are, of course, the host of other opu- 
lently gifted musicians and entertainers who 
help achieve the great Mickie Finn Show look 
and sound: Don Van Paulta, the Flying Dutch- 
man, who sometimes strums his banjo with 
hands that are colorfully gloved; Spider Marillo, 
the drummer, who’s apt to wear a red derby; 
Stormy Gormley, the tuba player who doubles 
on cello; “Dimples” Bobby Jensen, the left- 
handed trumpet player; and Owen Leinhard, 
who plays mean, bold, brassy trombone. 

The tv show also features as regulars Hoot, 
the bouncer doorman; Alex, the hurricane head- 
waiter; and the gorgeous Mickie Finn waitresses 


dancing girls. Not to mention the Hollywood ce- 
lebrities who perform as guests on the show and 
crop up unannounced at the tables in the audi- 
ence. And, especially, the audience themselves, 
who are, every week, a dynamic part of the show. 

Redheaded Fred E. Finn was a San Francisco 
boy who took up piano at the age of eight, as 
physical therapy for an injured finger. He’d 
mangled it swiping mashed potatoes from his 
family’s electric mixer. Before he was in his 
teens, Fred could rock those piano keys so rap- 
idly, his fingers looked like a blur. 

Mickie was a Los Angeles girl who visited, a 
few years later, a club where Fred was pianist. 
This time Fred’s swiping was more successful. 
He charmed Mickie away from her date, and 
three months later Mickie was Mrs. Finn. 

Together they headed for San Diego and 
turned a vacant warehouse into Mickie Finn’s. 
They painted, decorated, sawed lumber, even 
dug trenches for water pipe. They also went 
$70,000 in debt for supplies. But their first year, 
the club cleared a quarter of a million dollars. 
In five years, the fame of the friendly, wonder- 
ful night spot had spread so far and wide, it had 
attracted more than two million people. Now 
the marvelous Mickie Finn momentum has car- 
ried it to the heart of television — and the mil- 
lions upon millions of homes Where these great 
musical entertainers can be enjoyed. 

The Mickie Finn music is a music that lights 
up the hearts and faces of listeners from one to 
91. It has swept across the entertainment world 
like a wholesome hurricane. Here it is on record, 
in startlingly realistic sound that captures all the 
unparalleled excitement of a frantic, fun-packed 
musical evening “live” at Mickie Finn’s! 

FINN-A-Y COMPANY 


SIDE ONE 

K. C. JERK 

(arr. Fred Finn) Yak Music BMI 

KING OF THE ROAD 

(Roger Miller) Tree Music BMI 
MEDLEY: 

SWINGING ON A STAR 

(Van Heusen/Burke) Burke & Van Heusen Inc. ASCAP 
and 

ITS A SIN TO TELL A LIE 

Bregman Vocco & Conn ASCAP 

SIDE BY SIDE 

(Harry Woods) Shapiro Bernstein ASCAP 

THE BEER BARREL POLKA 

(Burke & Van Heusen) Burke & Van Heusen ASCAP 

LET ME CALL YOU SWEETHEART 

(Friedman/Whitson) Shapiro Bernstein ASCAP 

SIDE TWO 

THE MICKIE FINN THEME 

(Fred Finn) Yak Music BMI 

YOU’VE GOTTA SEE YOUR MAMA EVERY NIGHT 

(Conrad/Rose) Double A Music & Leo Feist Inc. ASCAP 

ALLEY CAT 

(Cy Coleman) Edwin E. Morris & Co. ASCAP 

LIEBESTRAUM 

(arr. Fred Finn) Yak Music BMI 

BYE BYE, BLACKBIRD 

(Henderson/Dixon) Remlck Music Corp. ASCAP 

WHEN THE SAINTS COME MARCHING IN 

(arr. Fred Finn) Yak Music BMI 



PLEASE WRITE TO DUNHILL, 321 SOUTH BEVERLY DRIVE, BEVERLY HILLS, CALIE FOR THE PICTORIAL STORY BOOKLET ON DUNHILL— Including 
‘ articles and photos of SHELLEY FABARES; TERRY BLACK; JOHNNY RIVERS; JAN & DEAN; BARRY McGUIRE; THE MAMAS & PAPAS and more great stars. 

(E*cluiively Distributed by ABC Paramount Record*, Inc.) 
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The Blues Is Where It’s At OTIS SPAM 


During August, 1966, Otis Spann was playing an 
engagement at the Cafd au Go-Go in Greenwich 
Village with John Lee Hooker and the Muddy 
Waters Blues Band. (Examples of their exciting 
collaboration, recorded live, are to be heard on 
Bluesway 6002.) The word having circulated that 
Otis was to record the following week, his friends 
and the friends of his colleagues arrived in strength 
at the midtown studio for the session. Some un- 
invited guests showed up, too, and the date soon 
developed into a kind of party. 

Producer Bob Thiele resigned himself to the 
situation, decided to go along with the party at- 
mosphere, and sent out hospitably for the appro- 
priate jugs of scotch, gin and vodka. These in- 
spired both the musicians and the audience, the 
latter's generous applause being an otherwise un- 
paid feature of this souvenir of a happy occasion. 

The music reflects the atmosphere. There is a 
decided absence of the tension which so often pre- 
vails in the recording studio. Instead, there is 
genuine informality. Having gallantly gone out to 
get beer for the ladies, the harmonica player is 
noticeably absent at one point. He and Luther 
Johnson were partying, too, while My Home Is on 
the Delta was being performed. Muddy Waters 
played his guitar whenever he felt the group need- 
ed strengthening. And when Bob Thiele called 
into the studio for the title of a number about to 
be recorded a second time (an encore), Otis 
replied: 

“I’ll tell you when I get through with it!" The 
question of title was forgotten as another in- 
coming wave of blues engulfed him, and some days 
later Spann Blues seemed as good as any other. 
Otis Spann is Muddy Waters's half-brother and 
pianist, and Muddy was there to give him not only 
moral support, but also to see that his own newly 
organized band acquitted itself properly. 

Muddy, who adopts a dramatic personality on 
the stand, has the performer’s gift of self-projec- 
tion, which makes him one of the more dynamic 
blues artists. Otis, on the other hand, is wholly 
unconcerned with entertainment values. (At this 
session, for instance, Muddy leaned over the 
piano and gestured to him to move his right hand 
up in the treble to get a more obvious effect.) He 
applies himself to the keyboard, becomes en- 
grossed in the music, and sings, so far as one 
can judge, from the heart— without calculated 
technique, that is. 

So what you hear here is how Otis Spann felt 
about the blues on the night of August 30th, 1966. 
Another night, another place, the mood might be 
different, just as it was when he won a blues com- 
petition in Jackson, Mississippi, at the age of 8; 
or when he began his professional career at 14; 
or when he joined Muddy Waters in Chicago at 
17, and all the long nights began in places like 
Pepper's, Smitty's Corner and Big John's; or when 
the blues moved out of their "natural habitat" to 
college campuses, to coffeehouses, and on to the 
big stages of "folk festivals." 

New audiences and new associations: these 
could inspire deeper or shallower responses, but 
Otis continued to play and sing the blues in the 
old way, involved, committed, and unaware rather 
than scornful of any need for showmanship. The 


blues, for him, were personal, not theatrical, a 
form of reminiscence recalling good times and 
bad. * * * 




SIDE ONE 


SIDE TWO 



Produced by BOB THIELE Engineer: BOB ARNOLD Cover and Liner Photos: CHARLES SHABACON Liner Design: JOE LEBOW 
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In a period when the bogus, the artificial and the 
imitative are so often more popular than the 
genuine, Otis Spann has, surprisingly enough, 
won an ever-increasing host of admirers in his 
own country and in Europe. At first, his piano- 
playing was the main attraction, but gradually 
his talent as a singer was more and more widely 
recognized. 

Popcorn Man is Muddy's song and it takes Otis 
out of the "down” context in which he is usually 
heard. This is a jaunty, self-congratulatory blues, 
not a song, to use Duke Ellington’s accurate 
phrase, of "romantic failure." Brand New House is 
similarly something of a departure in that it was 
written by Bobby Darin and Woody Harris, but its 
sentiments are pertinent, and when Otis happened 
to hear it he insisted on recording it. 

By the third number, Chicago Blues, there is 
doubtlessly an underlying, ironic significance for 
Spann at a time when race riots and the murder of 
eight nurses were occupying the headlines in the 
city he has made his second home. 

The serious business begins with Steel Mill 
Blues, a traditional declaration on the subject of 
he-and-she conflict. It continues even more soul- 
fully on Down on Sarah Street: 

I'm gonna drop down to St. Louis, 

Yes, to see a great ol' friend of mine. 

Every time I'd get in trouble , (, oh, she'd be 
there by my side. 

Here George Smith’s harmonica and Sammy Law- 
horn's guitar bear down in aching sympathy. 

The second side opens in the same vein with 
the old favorite, T'ain't Nobody’s Bizness If I Do, on 
which guitarist Lawhorn of Little Rock, Arkansas, is 
featured. On Nobody Knows Chicago Like I Do (Party 
Blues), Otis introduces some of the musician- 
participants by name. His invitation to a future 
party, however, is decidedly oblique as he sings: 
I'm gonna give me another party, 

Yes, but God knows when! 

My Home Is on the Delta, Muddy's number, is by 
no means all pining nostalgia. The prospect of 
leaving Chicago brings Otis dismay. “You know I'll 
hate to go," he sings. Finally, Spann Blues puts 
the emphasis on the instrumentalists, Lawhorn, 
Smith and "Georgia Boy” Johnson, before Otis 
takes over with dark, ruminative choruses low 
down on the keyboard. 

The party was over, but the blues were not, be- 
cause Muddy Waters now began to shepherd his 
flock out into the night for a fifteen-hour drive to 
Chicago! 

STANLEY DANCE 
Contributing Editor, JAZZ Magazine 


1. POPCORN MAN 

(M. Morganfield) (Pamco Music, Inc.— BMI) 

2. BRAND NEW HOUSE 

(W. Harris, B. Darin) 

(Tweed Music/Walden Music— ASCAP) 

3. CHICAGO BLUES 

(0. Spann, G. Spink) (Pamco Music, Inc. -BMI) 

4. STEEL MILL BLUES 

(Otis Spann) (Pamco Music, Inc.— BMI) 

5. DOWN ON SARAH STREET 

(Otis Spann) (Pamco Music, me. -BMI) 




PERSONNEL: 

OTIS SPANN 
piano and vocal 

MUDDY WATERS 
guitar 

SAMMY LAWHORN 
guitar 

LUTHER JOHNSON 
guitar 

MAC ARNOLD 
electric bass 

FRANCIS CLAY 
drums 

GEORGE SMITH 
harmonica 


1. T'AIN'T NOBODY'S BIZNESS IF I DO 

2:20 (Granger, Prince, Williams) (MCA, Inc.-ASCAP) 3:52 

2. NOBODY KNOWS CHICAGO LIKE I DO (Party Blues) 

(Otis Spann) (Pamco Music, Inc.— BMI) 2:35 

3-04 

3. MY HOME IS ON THE DELTA 

(M. Morganfield) (Arc Music Corp.-BMI) 3:12 

3:19 

4. SPANN BLUES 

(Otis Spann) (Pamco Music, Inc.— BMI) 4:28 


3:05 


Other BLUESWAY Albums 
BL/BLS 6001-Blues Is King-B. B. King 
BL/BLS 6002— Live At Cafb Au Go-Go 
-JOHN LEE HOOKER 
BL/BLS 6004— The New JIMMY REED 
Album 
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TO HIGH SCHOOL 


JgERRY MULLIGAN AND HIS~C 

‘ ' £ 

FEATURING GUESTS: ZOOT SIMS AND BOB BROOKMEYER 


PJ 1201 

HIGH FIDELITY 


NOTES BY GERRY MULLIGAN 


Wc shared the stage in Stockton with my good friend Dave Brubeck. His 
quartet played the first half of the concert; after the intermission we began 
our part of the program with Blues Going Up. This is a completely extem- 
poraneous arrangement of the blues — and, because of the excellence of their 
performances, serves as an ideal introduction to Jon Eardley and Red Mitchell 
in their first records with the Quartet. I feel that Blues Going Up is the Quartet 
at its impromptu best. Little Girl Blue is Jon’s favorite Rogers & Hart selection 
and is his choice for a feature solo ballad number. Piano Blues is just that, a 
blues featuring the piano that we usually don’t use. Chico’s humorous interplay 
with the piano in the introduction sets the stage for a light, carefree, traditional 
blues. Chico shows plainly here one big reason why he is the ideal drummer fdr 
the Quartet. The ending may come as somewhat of a surprirse to you as it did 
to us. Y ardbird Suite is the last selection in this set. It is a particular favorite of 
mine and one of the most “song-like” of Charlie Tarker’s^compositions. Our 
theme song Utter Chaos ends the side. 


December 14, 1954 — San Diego, California 
Hoover High School Auditorium 

Produced by Don Howard 

Tenor sax, Zoot Sims; valve trombone & 
piano, Bob Brookmeyer; drums, Larry 
Bunker; bass, Red Mitchell; trumpet, Jon 
Eardley; baritone sax, Gerry Mulligan. 


This concert was our first appearance in 
San Diego, and marked the last appearance 
of the Gerry Mulligan Quartet ior some time 
to come. The Quartet has been disbanded for 
a period of six months in order for me to go 
home to New York to concentrate on new 
music and to formulate plans for new record- 
ings and other musical undertakings. 

The Quartet, with the same personnel as in 
Stockton, played the first half of the concert. 
After the intermission, Larry Bunker took 
Chico Hamilton’s place at the drums. We 
were joined onstage by Zoot Sims and Bob 
Brookmeyer. 


A RICHARD BOCK PRODUCTION 

Photographs and Cover Design: Williafn Claxtoh 
Recording Engineer: Phil Turetsky 
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St. Louis Blues 

The Memphis Blues 

Blues In The Night 

Limehouse Blues 

Basin Street Blues 

Jazz Me Blues 

St. James Infirmary 

Tin Roof Blues 

It's The Bluest Kind Of Blue 

Honky Tonk Train Blues 

A Blues Serenade 

Royal Garden Blues 
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I Gat A Kick Out Of You [3:3B] 

Composer: Cole Portar 
Warner Brothers. Inc. 


Summer** Romance [3:5EJ 

Composer: Milton Sealey 


At Long Last Love [3:5B] 

Composer: Cole Porter 
Copyright 193B, Chappell S Co.. Inc. 
Copyright renewed 


Send In The Clowna [S:S5] 

Composer: Steven Sondheim 
Copyright 1 9 7*3 Revelation Music 
Publishing Corp. & Rilling Music Corp. 


Barbara [4:B4] 

Composer: Milton Sealey 


Side B 


Virgin laland Waters [4:84] 

Composer: Milton Sealey 


What Are You Doing The Paat 
Of Your Life [8:87] 

Composer: Michel Legrend 

United Artists Music Publishing Group 

Miae Dorian * [3:18] 

[Tribute To Oliver] 

Composer: Milton Sealey 



Hardly A Day [4:51] 

Composers: Milton Sealey 

Randy Rapaport 


As Time Gaea By [4:50] 

Composer: Herman Hupfeld 
Copyright 1931, Warner Brothers. Inc. 


"The tune Mias Dorian is built on the 
Dorian Scales. The notes of the Dorian 
Scale starting on D are: D E F G 
A B C D. The intervals (from one note 
to the next) In the Dorian Scele are: 
Tone. Semi-tone, Tone. Tone, Tone, 
Semi-tone, and Tone. That is why I 
chose to call it Miaa Dorian.' 1 



Milton Sealey 

MIm Dorian ib a tribute to the famous 
Oliver Nelson, great arranger and reed 
player. 


Recording by: BC Recordings, Philadelphia 
Engineer: Bob Cohen 


True artists, whatever their 
medium, create beauty for 
others to enjoy. 


In music, the creators discipline 
their talents by perfecting 
various skills. Those who listen 
discipline their tastes by 
experiencing delight from many 
different performances. 


Don Byas, Mezz Mezzrow, Joe 
Newman, and Dakota Station. His 
training includes study at McGill 
University and private study with 
an instructor from the French 
Gonservatory of Music in Paris, 
as well as working with Professor 
Schramm at Carnegie Hall, and 


Henry Levine in New York City. 


For the discriminating listener, as 
well as for the more casual 
listener seeking to be well 
entertained, it is a happy 
experience to be present at a 
performance by Milton SeBley. 
Pianist, singer, composer, and 
arranger, Milton provides his 
audience with a unique sense of 
artistic satisfaction because of 
his dazzling musicianship, his 
warm spontaneity, and his 
invigorating stylistic flexibility. 


A musical Brtist who has 
disciplined his many talents by 
studying and performing with the 
best, Milton Sealey is something 
of b "Renaissance man" in music 
today. Ranging from jazz to 
classical and from show tunes to 
ballads, he is unique among 
popular entertainers in bringing a 
special and discriminating 
perception to any period or piece. 


Milton's artistry has been enjoyed 
in such well-known New York 
nightspots as the New York 
Playboy Club, the Jazz Gallery, the 
Embers, the Most, the Ali Baba, 
and Birdland. In Philadelphia he has 
performed at the Top of Centre 
Square. Le Bistro, and the Piano 
Bar. Milton appeared at Maxime's 
in Holland and the Calvados in 
Paris, as well as the Jazz Festival 
Hall and the Hippodrome in 
London, and he has toured 
extensively in Europe, Africa, 
China, Japan and the Far East. 
Milton Sealey has also been 
involved in theater as the musical 
director and pianist for the 
original “Platters". 



Milton Sealey has worked with 
such jazz greats as Sonny Rollins, 
Oliver Nelson, Lionel Hampton, 
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As a musical artist who creates 
beauty for others to enjoy, Milton 
Sealey is unexcelled. His 
performance on this album 
represents the evolution and 
refinement of his many talents, 
and gives simple delight and 
satisfaction to listeners of varied 
musical tastes and 
temperaments. 
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Tha daalgn, original painting, and production of this album Jaokat la by 
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DOUBLE DECKER 

610 - 439-3600 

$ 3.00 
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Cara B 


CANCION DE CUNA PARA DESPERTAR UN NEGRITO 

ZPUEDES? 
SOLDADO APRENDE A TIRAR 
NO SE POR QUE PIENSAS TU 
GUITARRA 
ELEGIA 
PALMA SOLA 
AGUA DEL RECUERDO 
UN SON PARA NlflOS ANTILLANOS 
EL NEGRO MAR 
EL APELLIDO 




ARTE POETICA 
UN LARGO LAGARTO VERDE 
CANCION POERTORRIQUERA 
LITTLE ROCK 

DORA maria 

MUERTE 
DEPORTES 
ACANA 
SON No. B 
EL ABUELO 
CAMINANDO 


Cara A 
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THE ENGLISH ROMANTIC POETS 
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THE ENGLISH ROMANTIC POETS 


BRAMWELL FLETCHER reads poetry with biographical commentary. Printed text. 



ARTS 


AA 3305 


SIDE I 

BAND I: WILLIAM BLAKE 

How Sweet I Roamed; My Silks And Fine Array; From 
“Songs of Innocence": Introduction; The Lamb. From 
"Songs of Experience": The Tyger. 

BAND 2: ROBERT BURNS 

My Luve; The Banks o’ Doon; Sweet Afton ; To A Mouse. 
BAND 3: WILLIAM WORDSWORTH 

The Daffodils ; To A Skylark; My Heart Leaps Up When 
I Behold; The World Is Too Much With Us; On Westmin- 
ster Bridge; To Milton. 

BAND 4: SAMUEL TAYLOR COLERIDGE 

Kubla Khan. 


SIDE 2 

BAND I: GEORGE GORDON (LORD BYRON) 

When We Two Parted; She Walks In Beauty; 

The Destruction Of Sennacherib. 

BAND 2: PERCY BYSSHE SHELLEY 

To A Skylark; Ode To The West Wind; Ozvmandias. 
BAND 3: JOHN KEATS 

On First Looking Into Chapman’s Homer; Ode On A 
Grecian Urn; Bright Star. Would I Were Stedfast. 


Wheiever there is a sky above him and a world around him 
the poet is in his place.” — So wrote Carlyle of the poet. 

English Romanticism developed as the poet turned from the 
impersonal, intellectual rule of reason, balance and tradition to 
the emotional, personal, idealistic freedom from tradition. Each 
aitist insisted upon the rights of originality and the privilege to 
write as he pleased. 

Wordsworth believed that the language of poetry should be 
the language of daily life. He achieved that certain majesty. 
Coleridge, on the other hand, chose themes of an unusual and 
often supernatural character, as in “Kubla Khan”. 

Blake gave spontaneous affirmation to life; Bums, with sin- 
cerity and an indisputable air of truth, described in his own rugged, 
rustic modulation, scenes he actually knew. 

Eminently the poet of passion, Byron created instantaneous 
sympathy in the minds of others with his stirring rhythms. Per- 
sonally rebelling against the world of existing institutions, Shelley, 
part poet and part reformer, but above all a wanderer, followed a 
vague beautiful vision. Keats lived apart from men and political 
disputes, and worshipped beauty. More than any other, he lived 
for poetry, and more than any other he emphasized beauty and 
truth. 

The representative selections are chosen from those of a many 
splendoured age. 


BRAMWELL FLETCHER 

Since the opening of My Fair Lady at the Mark Hellinger Theatre (N.Y.), he has 
played the lead role of Prof. Higgins over 200 times. With more than 30 years experi- 
ence, he began his stage career with the famous Shakespearean Company of Stratford- 
on-Avon. He considers himself primarily a stage actor, and his role in My Fair Lady 
is his thirtieth leading part in the past two decades. He has a particular love of poetry 
and is thoroughly familiar with the works of all the great masters. This becomes 
apparent as one hears his sensitive, yet virile reading of this great verse. 


YOU’LL ENJOY THE AUDIO ARTS LIBRARY OF LITERARY RECORDINGS 


AA 3301 PARKINSON’S LAW. 

The popular author C. Northcote Parkinson tells how he 
discovered his famous law, and makes other pertinent (and 
often impertinent) humorous observations on the foibles of 
big business and government. 

AA 3302 THE REDHEADED LEAGUE. 

Sherlock Holmes and his constant companion, Dr. Watson, 
are off on one of their greatest adventures. Sir Arthur Conan 
Doyle’s masterpiece takes on new delight in this full-length 
reading by John Brewster. 

AA 3303 THREE SHORT STORIES OF 
O. HENRY. 

Three gems from the pen of one of America’s favorite short 
story writers. Robert Donley reads the complete texts of: The 
Gift of the Magi; Cop and the Anthem; The Furnished Room. 

AA 3304 RUDYARD KIPLING. 

Noel Leslie reads rU rt sj, e thriller The Mark of the 
Beast and popular “ - a life V Gunga Din; Danny 
Deever; Manda If; Wl 'h'~ Last Picti ■ Is Painted- 

Recessional. 


AA 3305 ENGLISH ROMANTIC POETS. 

Bramwell Fletcher reads familiar poems from works of Blake, 
Burns, Wordsworth, Coleridge, Byron, Shelley, and Keats. 
With commentary and biographical data on each poet, plus 
printed text of poems read. 

AA 3306 19th CENTURY ENGLISH POETS. 

Alexander Scourby and Nancy Wickwire read familiar poems 
from the works of Tennyson, Robert Browning, E. B. Brown- 
ing, Rosetti, Clough, Arnold, Swinburne, Hardy, Hopkins, 
Henley, Stevenson, Housman, Yeats, and Kipling. Comme- - 
tary and biographical data plus printed text. 

AA 3307 19th CENTURY AMERICAN POETS. 

Alexander Scourby and Nancy Wickwire read familiar poems 
from works of Bryant, Emerson, Whittier, Longfellow, Poe, 
Whitman, Holmes, Lowell, Dickinsr.i, and Markham. Com- 
mentary and biographical data on each poet plus printed text 
of poems read. 

AA 3308 AN ALBUM OF MODERN POETRY- 
VOLUME I. 

Thirteen leading contemporary poets read from their works: 
Robert Frost, Wallace Stevens, John Crowe Ransom, Mari- 
anne Moore, T. S. Eliot, Edwin Muir, William Carlos Wil- 
liams, Robinson Jeffers, Robert Graves, Conrad Aiken, Archi- 
bald MacLeish, Henry Reed, and Muriel Rukeyser. Printed 
text! 


AA 3309 AN ALBUM OF MODERN POETRY- 
VOLUME II. 

Thirteen leading contemporary poets read from their works: 
Allen Tate, W. H. Auden, Theodore Spencer, Richard Eber- 
hart, Stephen Spender, Ogden Nash, Merrill Moore, William 
Empson, Gene Derwood, George Baker, Vernon Watkins, Roy 
Fuller. Printed text. 


AA 33 lU AN ALBUM OF MODERN POETRY- 
VOLUME III. 

Nineteen leading contemporary poets read from their works: 
Edgar Lee Masters, Louise Bogan, Stanley Kunitz, Leome 
Adams, Robert Lowell, Theodore Roethke, James Wright, 
Jean Garrigue, Richard Wilbur, E. E. Cummings, W R. 
Rodgers, Edwin Denby, Edwin Honig, Howard Nemerov, 
Ruth Herschberger, Joseph Bennett, Ted Hughes, John 
Thompson, and W. S. Merwin. Printed text. 
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Louise Hogan 

Reads From Her Own Works 

Yale Series of Recorded Poets 


Side 1 Time 23 min. 20 sec. 

Medusa 
The Romantic 
Statue and Birds 
The Alchemist 

Men Loved Wholly Beyond Wisdom 

Women 

Division 

The Crossed Apple 
Fiend's Weather 
Old Countryside 
Summer Wish 

Side II Time 25 min. 16 sec. 

Henceforth from the Mind 

Man Alone 

The Sleeping Fury 

M., Singing 

Putting to Sea 

Spirit’s Song 

Kept 

Variation on a Sentence 
The Dream 
“Come, Sleep . . 

March Twilight 
July Dawn 
The Meeting 
The Young Mage 
Song for the Last Act 


Louise Bogan is usually categorized as a poet in the meta- 
physical tradition or meditative mode, following Donne, 
Emily Dickinson, and older contemporaries like Eliot and 
Ransom. Yet, like so many modern poets, she is a Roman- 
tic in her rhetoric and attitudes, and her procedure at least 
tends towards the visionary mode, in the tradition of Blake 
and Yeats. Her best and most characteristic poems estab- 
lish their structure by a conflict of contraries, akin to 
Blake’s clashes of Reason and Energy and Yeats’s dia- 
logues between Self and Soul. As in Blake and Yeats, 
there is no transcendence of this strife in Miss Bogan’s 
poems; it is not resolved in the traditional consolations 
of religious belief, or in the expectation of any perma- 
nent abiding place for the human spirit. The frequent 
fierceness of Miss Bogan’s rhetoric proceeds from a bit- 
terness bom of the unresolved contraries, the demands of 
reason and energy, of limiting form and the exuberance 
of desire, for Miss Bogan is purely a lyrical poet, and 
lacks the support of the personal systems of Blake and 
Yeats, by which those poets were able more serenely to 
contemplate division in the psyche. Miss Bogan is neither 
a personal myth-maker in the full Romantic tradition, like 
her near-contemporary Hart Crane, nor an ironist in the 
manner of Tate, to cite another poet of her generation. 


The honesty and passion of her best work has about it, in 
consequence, a vulnerable directness. 

The poems on this recording largely follow the sequence of 
Miss Bogan’s Collected Poems, for that sequence hints at a 
kind of ordering, in which the unresolved contraries of the 
poet’s world move towards a delicate and tentative balance. 
Medusa makes an effective introduction to the landscape 
of Miss Bogan’s poetry. What is conveyed here is a sense of 
unreality pervading a desolation. The scene has a frozen- 
fast quality pointing towards the inner significance of the 
Medusa myth. The poem is altogether oblique in its pres- 
entation. What is offered is an image of the memory itself 
turned to stone, a hint of the theme of the rejection of 
nostalgia to be developed in the later poems. 

Men Loved Wholly Beyond Wisdom is a gnomic parable, 
with overtones of the Blake of Ah Sunflower! and the 
Yeats of “Never give all the heart.” The poem is a minia- 
ture dialectic, with the contrary statement rising from the 
sixth line onwards. The final figure of the cricket is a strik- 
ing emblem akin to those of Blake’s state of Experience. 
Lighter and still more laconic is the subtle lyric, The 
Crossed Apple, with its flavor of New England speech. 
Here, in a poem “about” the co-existent contraries of the 
freedom and necessity of choice one can observe remind- 
ers of the archetypal apple-tasting in Eden, but we 
recognize a humanistic emphasis: 

This apple’s from a tree yet unbeholden. 

Where two kinds meet, — 

The preceding poems are preparations for Miss Bogan’s 
most ambitious poem, Summer Wish, which marks the 
crisis and mid-point of her work. Here the influence of 
Yeats is explicit and acknowledged, with the poem’s epi- 
graph being the opening of the pastoral lament for Robert 
Gregory, Shepherd and Goatherd. Two voices speak in 
alternation in Summer Wish, with the passionate soul ex- 
pressing its longings, and the observent self describing 
the phenomena of its mutable world moving slowly to- 
wards summer, the season desired by the soul. The two 
voices fail consistently to heed the other, in an extended 
ironic vision of the divided psyche. 

The first voice begins by crying out for full rebirth, re- 
jecting the spring as a false hope. The second voice coun- 
ters by calmly describing the very end of winter, the first 
touches of spring. The first voice reminds itself that ex- 
perience denies the reality of its full, earlier yearning 
forwards, and categorizes love as fantasy. The second voice 
moves on to detail the early growth of the signs of re- 
newal. The first voice, reproving itself yet more harshly, 
rejects the saving grace of memory. The second voice de- 
scribes early April, and the movement towards summer. 
The first voice increases in bitterness, expounding the 
contraries of passion. The second voice, as if almost in 
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response, describes the meeting of two figures with a 
gradual revelation of the man of the pair. Half in re- 
sponse, the first voice rejects the self-comfort to be found 
by the pride of one’s own solitariness. The second voice 
now ceases to be as purely neutral in its descriptiveness, 
and emphasizes the sensuous beauty still to be found in 
the fading of the day. The first voice, again turning from 
refuges, rejects the mind as comfort. The second voice 
describes the spring planting, with a new note of pur- 
posefulness. The first voice, in its final outcry, acknowl- 
edges that earth’s year begins, and responds to it, defying 
itself and the past with wish and laughter, and finding in 
rock a symbol of ultimate desperation and yet a mode of 
heroic consolation. The second voice completes the poem 
with the Yeatsian figure of the hawk’s flight as an image 
both of acceptance and of the effort to hold oneself open 
to experience: 

See now 

Open above the field, stilled in wing-stiffened flight. 

The stretched hawk fly. 

Summer Wish is Miss Bogan’s Resolution and Independ- 
ence. Her later poems either celebrate the consequences 
of having cast out remorse, or return to a fiercer, more 
impatient preoccupation with the self. 

Henceforth From the Mind is an exultant Romantic lyric, 
chanting in Yeatsian accents the greater sweetness that 
has flowed into the remorseless breast, and yet acknowl- 
edging with regret ( as in the second stanza) the necessity 
for resignation to some permanent sense of loss. The 
Wordsworthian image of the sea-shell betokens a darker 
music of mature imagination, similar to the “sober color- 
ing” of the close of the Intimations ode. 

The Sleeping Fury renews the Medusa image in an ad- 
dress to the self as the soul’s dark double, “my scourge, 
my sister,” and ends in the deliverance of a fuller aware- 
ness of both self and soul. Putting to Sea praises the en- 
terprise of entering the abyss of the self, the dangerous 
exploration of our darkness. The Dream is Miss Bogan’s 
most dramatic and convincing portrayal of the split in 
the self, with its renewal of the ancient myth of the ap- 
peased fury. Song for the Last Act is a graceful parting 
poem, being both a love song and a ritual of acceptance. 
Read at the end, it serves to round off the record of a life 
of humanistic craftsmanship. 

Louise Bogan has won many awards and prizes, includ- 
ing the Bollingen Prize in 1955. Her books include 
Achievement In American Poetry 1900-1950 (1951) and 
Selected Criticism (1955). — Harold Bloom 


The poems included on this recording, with the following 
exceptions, are from Collected Poems of Louise Bogan, 
Copyright ©1954 by Louise Bogan; reprinted and re- 
corded with the permission of The Noonday Press, a 
subsidiary of Farrar, Straus and Cudahy, Inc. Ihe Meet- 
ing’ and ‘March Twilight’, copyright ©1957 The New 
Yorker Magazine, Inc. ‘July Dawn has appeared in 
Poems in Portfolio; ‘The Young Mage’ in the London 
Times Literary Supplement. 
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With The Famous .Theatre Company 
and The Hollywood Studio Orchestra 


UNITED ARTISTS UAC 11025 


DON QUIXOTE 






THE TALE-SPINNERS FOR CHILDREN 
introduces an exciting new concept on re- 
cords for young people. Every album in the 
series combines three major ingredients: 
classic stories for all young people; a fine 





theatrical company plus a famous actor or 
actress playing the title role, and the music 
of the Hollywood Studio Orchestra provid- 
ing the finest background possible. 

Through the magic of TALE-SPINNERS, 
young listeners are exposed to the finest 
literature, and a form of classical music pre- 
sented in a most attractive setting. 


UAC 11016 — NURSERY UAC 11014— PIN0CCHI0. 

RHYMES. 


UAC 11024 — GULLIVER IN 
LILLIPUT. 


UAC 11021— THE EMPER- 
OR’S NEW CLOTHES and 
HOP 0’ THUMB. 


UAC 11037 — THE LITTLE 
ENGINE THAT COULD and 
JACK AND THE BEANSTALK. 


UAC 11036 — LITTLE TOOT. 

And other Sea Songs. 




UAC 11035 — ROW, ROW, 
ROW YOUR BOAT and other 
Mother Goose Rhymes. 


UAC 11013 — TREASURE 
ISLAND. 




UAC 11032 — SING ALONG 
WITH CHIPPER and his Play- 
mates. 



UAC 1 1023— ALICE IN WON- 
DERLAND. 


UAC 11017 — THE PIED 
PIPER & THE TINDER BOX. 



UAC 11012 — LITTLE RED 
RIDING HOOD. 


UAC 11009 — PUSS IN 
BOOTS. 


UAC 11008 - THE UGLY 
DUCKLING. 







UAC 11002— WILLIAM TELL. 


UAC 11001 — ROBIN HOOD. 



UAC 11007 — THE 3 MUS- 
KETEERS. 


UAC 11006— THE SLEEPING 
BEAUTY. 


UAC 11004 — CINDERELLA. 


UAC 11003— SNOW WHITE. 


SEND FOR FREE TALE SPINNER CATALOG 

UAC 5 DEPT SUS 6920 SUNSET BLVD. LOS ANGELS, CALIF. ( 90028 ) 

Talespmners sis 

Entertainment from 
Transomerico Corporation 111111 
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Juno and the Paycock, scenes 
Pictures in the Hallway, a section 
Inishfallen, Fare Thee Well, a section 


LONGPLAYING HV) RPM MICROGROOVE RECORDING 


CAEDMON TC 1012 



TC 1012 Sean O'Casey 


CAEDMON 


Series of Literary Records 


DYLAN THOMAS TC 1002 

Do Not Go Gentle, Fern Hill, and 
other poems, and the short story, A Child's 
Christmas in AVai.es. 1-12 . $5.45 

"The record makes one. understand 
why the Welsh poet draws full houses for 
his public readings. It carries the listener 
along, enchanted by the sound of the 
words.” — N. Y. Times 

THOMAS MANN TC 1004 

In German: Tonio Kroeger, Ch. I. 
Lob der Yergaenglichkeit and "Die 
Busse” from Der Erwahlte. 1-12’. $5.45 

TENNESSEE WILLIAMS TC 1005 

The Glass Menagerie (scenes). The 
Yellow Bird (short story), poems. 1-12’. 

$5.45 

KATHERINE ANNE PORTER TC 1006 

The Downward Path to Wisdom, a 
short story, complete. 1-12 . $5.45 

"It is the finest thing of its kind I have 
ever heard, a beautiful production in every 
respect.” — Quarterly Journal of Speech 

KATHERINE ANNE PORTER TC 1007 

Pale Horse, Pale Rider, a short novel, 
complete. 2-1 2 ”. $10.90 

ARCHIBALD MACLEISH TC 1009 

Act Five (entire), Conquistador (se- 
lections), shorter poems. 1-12”. $5.45 

"This is one of the first real phonograph 
events of 1953.” — N. Y. Herald Tribune 

OGDEN NASH TC 1015 

A Kind of an Ode to Duty, Spring 
Comes to Murray Hill, and other poems. 
1-12’’. $5.45 

EUDORA WELTY TC 1010 

Three short stories: Why I Live at the 
P. O., A Memory, The Worn Path. 
1-12”. $5.45 

OSBERT SITWELL TC 1013 

Poems from Wrack at Tidesend and 
other volumes. 1-12 ”. $5.45 

WRACK AT TIDESEND 

Osbert Sitwell’s new book of poetry, 
the second volume of his major trilogy, 
England Reclaimed. 128 pages. $2.50 
Book and record together, in one attrac- 
tive slip-case. $7.95 

DYLAN THOMAS vol. 2 TC 1018 

Should Lanterns Shine, Poem on 
His Birthday, A Refusal to Mourn 
the Death, By Fire, Of a Child in 
London, and othi :rs. M2". $5.45 
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SEAN O'CASEY 

reading 

Juno and the Paycock, scenes from “Cat an Cage” from Pictures in the 

Acts One and Three Hallway 

“The Death of Mrs. Casside” from 
Inishfallen, Fare Thee Well 


“1 would make it a penal offense lor any man to write 
a play without being able to declaim two or three of 
Shakespeare’s plays by heart.” 

Sean O’Casey’s casual remark, made very many years 
ago, is that of a man who learned not only his art, but the 
skill of reading print itself, from the pages of Shakespeare. 
Too poor to attend school, at the age of twelve he began 
the study in his own room, erupting at intervals into an 
uninhibited acting-out of the scenes. Not surpris- 
ingly, by his seventeenth year and the writing of his 
own first play he could declaim by heart whole pas- 
sages from Hamlet, Macbeth and Julius Caesar. 

It is not only a fine story, but a partial explana- 
tion of one of the three great playwrights of modern 
times, whose genius this new recording underscores 
well. O’Casey is a dramatist whose car is attuned 
perfectly to the sound of language. More truly than 
any playwright with the exception of Shakespeare 
and the Greeks, he writes language whose vigor, 
whose very meaning, is in the hearing. And his 
own reading of his work is revelatory. No actor, 
hou'ever sensitive, is capable of such a performance. 

Our American theatre has been too long without the 
artistry of Sean O’Casey. Those many plays — Juno and 
the Paycock, The Plough and the Stars, The Silver Tassic, 
Purple Dust, Cock-a-doodle Dandy and the rest — have 
been aired seldom enough so that the drama critics them- 
selves begin to clamor for new productions. In England, 
however, and in Ireland, the plays have had turbulently 
full histories, starting W'ith the boisterous Abbey days in 
Dublin, where O’Casey was first encouraged by Lennox 
Robinson and Lady Gregory. Out of his experience in 
the thick of Anglo-Irish warfare caine 'The Shadow of a 
Gunman, his first play to be accepted by the Abbey. Then, 
taking as his setting the 1922 civil war between the new 
Free State and the Republicans, O’Casey wrote Juno and 
the Paycock, and this too was hugely successful. But with 
the production of The Plough and the Stars, which treated 
the Easter Rebellion of 1916, national controversy arose. 
Successful though the play was, it nevertheless aroused 


tremendous and well-evidenced hostility among a large 
group, which thought it detected less than complete rever- 
ence for the Irish cause. 

Soon afterward. O’Casey left Dublin behind him, and in 
London completed a new play, The Silver Tassie. Dealing 
for the first time with a non-Irish subject, the play was 
rejected on artistic grounds by the Abbey Theatre directors. 
The furor created by the rejection, in which Yeats himself 
had concurred, gave to many their first acquaintance 
with O’Casey’s name and work: and in striking con- 
trast with the Abbey verdict, the successful produc- 
tion of The Silver Tassic in London touched off 
international acclaim. It was after this first London 
opening that Bernard Shaw, quite humble, wrote: 
“There is a new drama rising from unplumbed 
depths to sweep the bourgeois efforts of myself and 
my contemporaries into the dustbin.” 

Ultimately. O’Casey’s stature as a dramatist rests 
on the truths borne to us by the plays themselves. 
These people speak to us and are real: these trage- 
dies, perplexities, faced with irrational gaiety and 
despair, yield for us as well the same hushed commentary. 
For O’Casey’s plays are not to be confused with those 
offering the usual gashed and bleeding "slice of life.” 
O’Casey, though he has been dock-laborer, hod-carrier, 
stone-breaker, railway-worker and Irish Revolutionist as 
well, is primarily a poet. It is as such that he speaks to us 
in his plays, and in those rich autobiographical chapters 
recorded so delightfully here. 

The vigor and ebullience, as well as the superblv re- 
created episodes, of O’Casey’s five-volume autobiography 
have captivated many who arc still relatively unfamiliar 
with the plays themselves. Like the other selections in- 
cluded in this recording, the chapters read were especially 
chosen by the author himself. 

In order to make this recording, portable equipment was 
brought from London to O’Casey’s Devon home, where an 
electric generator furnished the necessary power, and an 
occasional distant train whistle lent its harmonious note to 
the record. 



Juno and the Paycock, Collected Plays of Scan O’Casey, vol. I. New York : St. Martin’s Press, 1949. 
Pictures in the Hallway. New York: The Macmillan Company, 1949. 

Inishfallen, Parr Thee Well. New York! The Macmillan Company, 1949. 


E. E. CUMMINGS TC 1017 

Poems from Eimi, lxl, etc., and a scene 
from Him. 1-12". $5.45 
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| Note. Hurling is the national game ol Ireland, played by two opposing teams of seventeen men on each side, 
either side trying to drive a hall into a goal, by means of sturdv sticks of ash, smooth and rounded where the 
hand grasps it, thickening and widening into a curved boss at the other end a most dangerous weapon in a row. | 
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Saturday, April 14, 1990 The Jody Watley Story 


PROGRAM SEGMENT #1 RUNNING TIME: 13:55 CUMULATIVE TIME: 17:00 

MUSIC/INTERVIEWS: Interview - Jody Watley 

The Second Time Around - Shalamar 
Looking For A New Love - Jody Watley 
Interview - Jody Watley 

Learn To Say No - Jody Watley (with George Michael) 

:30 Kmart Records KM-2421-30 
: 3 0 Pet Old El Paso PTEPR-187 
: 30 US Army Reserve QYAY-88-33-30 
: 30 McKesson Value Rite VR-022-89-22R 
"...minor arthritis pain." 

1:05 


NETWORK POSITION: 


OUTCUE: 

LOCAL POSITION/ID: 


PROGRAM SEGMENT #2 RUNNING TIME: 9:10 CUMULATIVE TIME: 29:15 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Still A Thrill - Jody Watley 
Don't You Want Me - Jody Watley 
Interview - Jody Watley 

NETWORK POSITION: : 30 Kmart Records KM-2422-30 

: 3 0 Pet Old El Paso PTEP-R-187 
OUTCUE: "...pass the Old El Paso." (sung) 

LOCAL POSITION/ID: 2:05 


PROGRAM SEGMENT #3 RUNNING TIME: 8:43 CUMULATIVE TIME: 41:03 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Some Kind Of Lover - Jody Watley 
Love Injection - Jody Watley 

NETWORK POSITION: : 30 US Army Reserve QYAY-9623 

: 30 Mastercard Road Asst MCR-0083 
: 30 Pet Old El Paso PTEP-R-187 
: 3 0 Kmart Records KM-2420-30 
OUTCUE: "...sale ends Saturday." 

LOCAL POSITION/ID: 1:05 


PROGRAM SEGMENT #4 RUNNING TIME: 10:15 CUMULATIVE TIME: 54:23 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Most Of All - Jody Watley 
For Love’s Sake - Jody Watley 
Interview - Jody Watley 

NETWORK POSITION: :30 US Army Reserve QYAY-9623 

: 30 Kmart Records KM-2419-30 
OUTCUE: "...sale ends Saturday." 

LOCAL POSITION/ID: 2:05 


PROGRAM SEGMENT #5 RUNNING TIME: 5:07 CUMULATIVE TIME: 59:30 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Real Love - Jody Watley 
Interview - Jody Watley 

OUTCUE: "...The Unistar Radio Network." 

STATION LEGAL ID: :30 
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UNISp^A 

RADIO PROGRAMMING 


Hour: 2 Saturday, April 14, 1990 The Jody Watley Story 

PROGRAM SEGMENT #1 RUNNING TIME: 8:40 CUMULATIVE TIME: 11:45 


MUSIC/INTERVIEWS: Interview - Jody Watley 

Friends - Jody Watley featuring Eric B. & Rakim 
What ' cha Gonna Do For Me - Jody Watley 


NETWORK POSITION: 


OUTCUE : 

LOCAL POSITION/ ID: 


: 30 Kmart Records KM-2421-30 
: 30 Pet Old El Paso PTEP-R-187 
: 3 0 US Army Reserve QYAY 988-33-30 
:30 McKesson Value Rite VR-022-89-22 
"...minor arthritis pain." 

1:05 


PROGRAM SEGMENT #2 RUNNING TIME: 9:15 CUMULATIVE TIME: 24:05 

MUSIC/INTERVIEWS: Interview - Jody Watley 

Everything - Jody Watley 
Lifestyle - Jody Watley 
Interview - Jody Watley 

NETWORK POSITION: :30 US Army Reserve QYAY-9603 

: 3 0 Kmart Records KM-2422-30 
OUTCUE: "...sale ends Saturday." 

LOCAL POSITION/ID: 2:05 


PROGRAM SEGMENT #3 RUNNING TIME: 5:55 CUMULATIVE TIME: 30:00 

MUSIC/INTERVIEWS : Interview - Jody Watley 

Precious Love - Jody Watley 
Interview - Jody Watley 

OUTCUE: "...on The Unistar Radio Network." 


Promos 


The Jody Watley Story (Mixed Version) 
The Jody Watley Story (Voice Only) 
The Belinda Carlisle Story 



MHP SU THAI BINH 
FRED PAZ HPINH 
SALAM PAX FRIEDEN 
PAIS PACE SHOLOM 



All performance rights BMI 
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The Rotary Conijection: Bobby Simms, Mitch Aliota, Jim 
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Jim Donlinger, Sidney Barnes 


Arranged by Charles Stepney 

Recorded at Ter Mar Studios, 
Chicago 

Recording engineer: Ron Malo 
Photographs by Warren Meyer 
Album designed by Jerry Griffith 
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320 East 21st Street, 
Chicago, III. 60616 


r ry \ 

v \/6R 

•W 

v V w 

■ \ £ - 

-A f j> t 

J J A tl ' 

> f 







"GAUDENZIA 


HOUSE” 


Gaudenzia House is a humanizing community. Our main goals concern helping people learn how to function and relate on a human level. We do not deal with the 
symptom of drug addiction, but with each person as an individual. Demands are placed on all to handle their responsibilities and involve themselves on an 
emotional level. The program takes approximately 18 to 24 months of total involvement and investment on all levels. 

We are also involved in public education. Since Gaudenzia treats the individual we must also treat the source of the problem. Society is in need of education re- 
garding drug abuse, therefore, our community involvement is also great and extremely important 

Our Gaudenzia House philosophy is not just a program, but a way of life for those who wish to be involved. 

Or. Frederick B. Glaser was born and raised in Rochester, New York. After graduating from the University of 
Wisconsin, he attended Harvard Medical School, returning to Rochester to complete his internship and his 
residency in psychiatry. His experience with the problem of narcotic addiction began at the USPHS Hospital 
in Lexington, Kentucky. Since coming to Philadelphia he has continued to work in this area, and was one of 
the persons responsible for founding Gaudenzia, Inc. He is the Director of "Our Place", the day program of 
the Temple University Community Mental Health Center, which operates on similar principles to Gaudenzia 
but whose members are persons dealing with problems other than narcotic addiction. 


RONNE LITVACK— I was born in Brooklyn in the Flatbush area, where most of my life was spent. I attended Marine Park Jr. High School and after the summer of 1965, which I spent 
at camp, discovered marijuana. I knew from various newspapers and magazines a little about drugs; enough about it to arouse my curiosity when it was offered to me. Though I had 
heard the stories about the horrors of drug addiction I did not really want to accept the fact that it could happen to me. I went to Madison High School in Brooklyn for a year and then 
transferred to a private school in Manhattan, Rhodes Preparatory, where I thought I could change all that I was doing. But I continued to use drugs and upon graduation I began Hofstra 
University where I completed my first year of college. Dropping out of college in my second year, I began to work at different jobs, usually every two or three weeks I had a new job, 
until I came to Gaudenzia House in February of 1969. Now at nineteen years old I have stopped copping out. 

ROBERT BORRIELLO— I was born and raised in Flatbush, in a middle class neighborhood. At the age of twelve, I began experimenting with drugs. During the period from twelve to 
seventeen, it was a constant search for something that seemed to be missing. At seventeen, by court order, I entered Daytop Village and began to grow and learn. 

Since that time I have graduated from Daytop village and gone on to be a facility director for the Addiction Services Agency. I left that position to take another with Daytop Village, 
Inc. and in December of 1968 came with a team to Philadelphia to set up Gaudenzia House, Inc., of which I am now Deputy Executive Director. 

HORACE SMITH- Iwas born in Baltimore, Md. and spent my life there until I was 21 years of age. I came from a lower middle class family where I had six sisters. I grew up in a 
community where you hit first and asked questions later. | started using drugs at the age of seventeen; popping pills and drinking cough medicine. I never liked school, but would 
go so that I could get a chance to play sports. I dropped out of school after two years in the tenth grade, then went to work and had about six jobs in one year. At the age of 21 
I moved to Port Chester, New York with my mother. I worked for about nine months, the longest I ever worked on one job. I had a brand new car and I remember times when 
I would just ride around feeling pretty lonely. Because of my involvement with drugs, I had a choice to either get thrown out of the house, do something for myself, or die. So Here 
sixteen months later, I amstill at Gaudenzia House; growing up to one day become a well rounded “man". 

ENCOUNTERS 

An encounter is a group setting of a number of people in which each individual is expected to relate to themselves involving their feelings about themselves and 
others. This may occur through verbalizing hostility for themselves or feelings of hostility for others. This does not only relate to hostile feelings but also to all 
human feelings such as happiness, loneliness, fear, etc. 

The encounter group offers a setting which encourages people to relate to their fellow humans on a deep, feeling, emotional level; an experience which very few 
people encounter in our society as it exists today. 

Since honesty is also demanded, an avenue is opened so that we may learn to trust, love and care for one another in a real, open manner, knowing all that is 
involved, even the risks. 
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WAKE UP .ITS TOMORROW 


first record, INCENSE & PEPPERMINTS, a million-seller. 

Another golden thanks to our good friend, Johnny 
Fairchild, Music Director of Radio Station KIST in Santa 
Barbara, Calif., (or making all this possible. 
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SIDE ONE 

1 NIGHTMARE OF PERCUSSION (»Randy 8. Group) (2:57) 

2. - SOFT SKIES, NO LIES (*Ed, Lee & Group) (3:07) 

3. TOMORROW (*Randy & Group)... (2:14) 

*“•- • . 4. THEY SAW THE FAT: ONE COMING'(*Ed, Lee & Group) .(3:25) 

5. CURSE OF THE WITCHES (*Rcmdy & Group) (6:46) 


SIDE TWO 

1. SIT WITH THE GURU (*Randy & Group) (2:59) 

2. GO BACK (You're Going The Wrong Way) (*Group) (2|19) 

3. PRETTY SONG FROM PSYCH-OUT (*Ed, lee & Group) . . . (3: 1 5) 
From American International's motion picture 
"Psych-Out", a Dick Clark Production. 

4. SITTING ON A STAR (*Randy & Group) (2:55) 

5. BLACK BUTTER, PAST (*Lee & Group) (2:23) 

6. BLACK BUTTER, PRESENT (*Lee) (2:10) 

7. BLACK BUTTER, FUTURE (*Lee & Group) (1 :32) 

All selections ASCAP 

* vocals 

Produced by Frank Slay and Bill Holmes/Music 
Arranged by STRAWBERRY ALARM CLOCK/Vocal 
Arrangements by Howard Davis/Engineered by Paul 
Buff and Jack Hunt/Liner Assemblage by Don Weller/ 
Liner Photography by Gene Brownell 


Musicians 

Mark Weitz — Keyboards, vocals/ Randy Seol — Drums 
keyboard, percussion, vocals/Edward King — Guitars, 
vocals/Lee Freeman — Guitars, sitar, vocals/George 
Bunnell — Bass guitar, vocals 
INSTRUMENTATION AND VOCALS PERFORMED 
SOLELY BY STRAWBERRY ALARM CLOCK. 


UNIVERSAL CITY RECORDS • A DIVISION OF MCA INC. 8255 SUNSET BOULEVARD • HOLLYWOOD, CALIFORNIA 90046 PRINTED IN U.S.A. 
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NOCTURNE 

PASTORAL 
BUGLE CALL RAG 


HOW COME YOU DO LIKE YOU DO 


ARABESQUE 

FANFARE 


FIREBIRD 


SWEET SORROW BLUES 


MUSIC AT MIDNIGHT 


AIR IN D FLAT 
DONEGAL CRADLE SONG 


SWEET SUE JUST YOU 


Coleman Hawkins 


Benny Carter 


Dickey Wells 


Henry “Red” Allen 
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SPIKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 
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SPIKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 


Side No. 1 

Nocturne 



SPIKE HUGHES AND HIS ALL AMERICAN ORCHESTRA 

featuring 

Coleman Hawkins • Benny Carter • Dicky Wells • Henry "Red 


Shad Collins, Leonard Davis, Bill Dillard (trumpets), Dicky Wells, Wilbur 
De Paris, George Washington (trombones), Benny Carter, Wayman 
Carver, Howard Johnson (alto-saxophones), Coleman Hawkins (tenor- 
saxophone), Rodriguez (piano), Lawrence Lucie (guitar), Ernest Hill (bass), 
Kaiser Marshall (drums), Spike Hughes (director, arranger). Rec. New 
York City, April 18, 1933. 

Pastoral 
Bugle call rag 

Sidney Catlett (drums) replaces Marshall. Same day. 

Arabesque 

Fanfare 

Sweet sorrow blues 

Henry "Red" Allen (trumpet) replaces Collins; Luis Russell (piano) replaces 
Rodriguez; Leon "Choo" Berry (tenor-saxophone) added; Benny Carter 
doubles on clarinet; Wayman Carver doubles on flute. Rec. New York 
City, May 18, 1933. 

Side No. 2 

Music at midnight 

Henry "Red" Allen, Leonard Davis, Bill Dillard (trumpets), Dicky Wells, 
Wilbur De Paris, George Washington (trombones), Benny Carter (alto- 
saxophone, clarinet), Wayman Carver (alto-saxophone, flute), Howard 
Johnson (alto-saxophone), Coleman Hawkins, Leon "Choo" Berry (tenor- 
saxophones), Luis Russell (piano), Lawrence Lucie (guitar), Ernest Hill 
(bass), Sidney Catlett (drums), Spike Hughes (director, arranger). Rec. 
New York City, May 18, 1933. 

Sweet Sue just you 

Henry "Red" Allen (trumpet, vocal), Dicky Wells (trombone), Benny 
Carter (alto-saxophone), Wayman Carver (flute), Coleman Hawkins, 
Leon "Choo" Berry (tenor-saxophone), Rodriguez (piano), Lawrence 
Lucie (guitar). Spike Hughes (bass), Sidney Catlett (drums). Same day. 

Air in D flat 
Donegal cradle song 
Firebird 

Band as for "Music at midnight" except that Rodriguez (piano) replaces 
Russell and Benny Carter doubles soprano-saxophone. Rec. New York 
City, May 19, 1933. 

How come you do me like you do 

Group as for "Sweet Sue just you". Same day. 

In the 1930’s jazz underwent revolutionary changes. The three- 
part contrapuntal designs of the freely-improvised New Orleans 
style gave way to the organization of the larger groups; orchestra- 
tion commenced to play a more exalted part in jazz, surrounding 
the solo with written parts for sections of instruments; the paving 
stones were laid for the approach of the swing era. In the early 
years of this decade imaginative arrangers and composers like 
Fletcher Henderson, Benny Carter, Don Redman and Duke Elling- 
ton were busy stabilizing the elements of the New Orleans style 
into a workable form for larger groups, trimming the frontline 
improvisation down to unison section parts, voicing instruments 
together in the search for tone colour and so on. 

Spike Hughes was the most important British figure connected 
with orchestral jazz at this period. Doubtless there were other 
musicians who sensed the way jazz was changing its shape, yet 
Hughes alone picked up the threads of the evolution and made a 
practical contribution to the orchestra’s position. A far-sighted 
writer and critic, a gifted orchestrator and an original composing 
mind, Hughes was the first British musician to conceive jazz thema- 
tic material of real depth. It is a significant fact that while most 
bandleaders in Britain at this time were seeking to dilute the 
essential open emotion and vitality of jazz into a watery com- 
mercial form. Spike Hughes was creatine themes which possessed 
the musical qualities peculiar to jazz. His pieces of composition 


not only provided a sound launching base for the improvisation 
of the soloist, but also contained a remarkable beauty of lorm. They 
had shape and design, the melodic lines flowing with delicacy and 
charm, the harmonies clearly pronounced, the rhythmic patterns 
firm yet gifted with relaxation, while the orchestration yielded 
tone painting of extraordinary skill. 

Many critics have agreed that the peak of Hughes’ achievement 
as a jazz composer occurred in 1933 when he visited the United 
States and composed for a group of leading coloured musicians. 
Directing this band (which included several great solo performers) 
Hughes recorded a set of arrangements of superior quality — the 
only orchestrations by a British musician, in fact, ever to be favour- 
ably compared with the musical writing of Duke Ellington. 

Spike Hughes sailed for America in late January, 1933. On 
arrival in New York critic John Hammond took him on a tour 
of the clubs and ballrooms devoted to jazz. He heard tenorman 
Choo Berry and trumpeter Henry “Red” Allen playing at Small’s 
Paradise, a New York restaurant, and many other soloists playing 
in different parts of the city. Hammond also took him to a re- 
hearsal arranged by Benny Carter, at this time struggling to keep 
a fourteen-piece band together, and the British composer was both 
amazed and inspired by the music he heard from this group. Here 
was the jazz spirit he’d been attempting to inject into European 
bands for several years. Immediately he determined to carry out 
the next stage of his London recording contract in New’ York, 
using his own compositions as a vehicle for a large band of coloured 
jazzmen. The Brunswick studios at No. 1776 Broadway were 
hired for the three recording sessions. Benny Carter’s band was 
to be used as the nucleus of the group, to which would be added 
as featured soloists Henry “Red” Allen, Coleman Hawkins and 
Choo Berry. (The latter had been rehearsing with Carter though 
he was not a regular member of the band.) 

Choosing the Carter band was a good decision, for the mu- 
sicians were well versed in rendering advanced scores, their leader 
being one of the most progressive arrangers of the day. Where in 
his orchestrations Spike Hughes had deployed section against sec- 
tion he found that the band responded easily, achieving a remark- 
able clarity and definition. On these recordings it is noticeable 
that the brass sounds have firmness as well as power, while the 
reeds produce imusual textures, full of swirling and eddying phrases 
which are as much a tribute to Benny Carter’s extraordinary abil- 
ity to rehearse a band as they are to Hughes’ orchestration. No 
one else but Carter, doubtless as a result of his personal talent for 
playing every reed instrument, would have been capable of lead- 
ing a saxophone section on to produce such a unique variety of 
tonal blends. Throughout all three sessions the composer and re- 
hearsal leader complemented each other perfectly, so that their 
names become inseparable. 

Of the passages given over to the soloists Carter actually par- 
took quite sparingly, although on the occasions when his alto is 
heard improvising the imagination ranks with that of his best re- 
corded work. Trumpeter Henry Allen is heard rather more often, 
with his solo style already full of the mannerisms (the adventurous 
phrases, unusual intervals and so on) which were to make him 
such an influential figure to jazz brassmen in the 1930’s. His attack 
is always bold, his tone incisive. Dicky Wells, who is given all the 
trombone solo parts in this set, attains moments of inspiration which 
he has since seldom equalled and certainly never surpassed. 
Whether playing bombastic, swinging solos or instead adopting 
the grieving melancholy style heard on Sweet sorrow blues, the 
individual character of Dicky’s work is always most pronounced. 
The two tenors — Coleman Hawkins and Choo Berry — who complete 
the list of heavily featured soloists may at first cause difficulty over 
identification, particularly as they often split choruses of improvi- 
sation. It is well to remember that Hawkins plays with the softer 
tone and creamier, more clastic and imaginative ideas, his phrases 
weaving about the rhythm pattern, while Choo, though largely a 
Hawkins disciple, plays with more turbulence, his attacking phrases 
firmly poised on the beat. 

On April 18, 1933 Hughes directed the recording of Nocturne , 
Pastoral and Bugle rail rag. The former two titles, bis own compo- 
sitions, are similar in that their themes bear a quiet, almost plain- 
tive air, rather reminiscent of Irish folk songs. In each case the 


" Allen 

main melodic line is carried by a solo brass instrument over a 
subdued ensemble voicing. Nocturne contains sensitive solos by 
Coleman Hawkins, while Pastoral contains solos by Bill Dillard, 

Carter (on alto). Wells and Hawkins, fjugle call rag, taken at a’ 
faster tempo, is an illustration of how Hughes would frequently 
take a well-tried jam session melody, and score it with imagination 
for a larger group. The solo sequence features Hawkins, Dillard, 

Carter and Wells. 

At the second session, held a month later, three Spike Hughes 
originals were recorded. Arabesque, Fanfare and Music at midnight, 
plus his arrangement of the Sweet sorrow blues theme. Arabesque, 
truly the day’s highlight, recalls immediately with its mood, at- 
mosphere and exquisite tonal voicing the influence of Duke Elling- 
ton. As Coleman Hawkins’ breathy tenor unfolds the lovely theme 
over an ensemble background of shifting emphasis, with the sec- 
tions chameleon-like in their variety of tone colour, it is noticeable 
that Hughes has captured some of Ellington’s mastery of the ro- 
mantic approach to melody. Fanfare , a more lively theme, con- 
tains a chorus split by the tenormen, first Choo playing, then 
Hawkins, followed by solos from Wells, Allen and Benny Carter 
playing clarinet. Music at midnight features Wells I playing muted I , 

Choo Berry, Hawkins, Carter and Allen. Sweet sorroiv blues, with 
its supremely sad theme, contains Dicky Wells’ most feeling play- 
ing of the session, and further improvisation from Allen and 
Hawkins. 

The third session on May 19, though artistically a success, in 
reality was a headache for all concerned. Donegal cradle song took 
2 1/2 hours to record. At the rehearsal several days before trom- 
bonist George W ashington had arrived carrying a baby as well as his 
instrument, under instructions to nurse it while his wife went to 
the cinema. Humour at the situation frequently disturbed the re- 
hearsing. On the day of the recording, though the baby was miss- 
ing, the brass persisted in playing cracked notes in the intro, to 
Donegal cradle song. Hughes tried everything to co-ordinate the 
men; gin, coffee and frequent rests all produced no result. After 
the fifth attempt at recording the musician's hats were removed 
( drummer Sid Catlett was playing in an overcoat, despite the glow- 
ing May afternoon). Finally Hughes suggested giving the intro, 
to Wayman Carver’s flute. This worked the trick. The trumpets 
sat up and played the passage to perfection! 

Despite all the trouble, however, Coleman Hawkins attained 
his highest inspiration with two solo passages of improvisation on 
this pseudo-Irish theme. So inventive was his playing, in fact, 
that when the piece was later published, Hughes insisted that 
Hawkins’ solos were transcribed and included in the orchestration. 

As the composer wrote in his book “Second Movement”: “Once 
having heard Hawkins' decoration of the melody, no other was 
possible or desirable”. 

Firebird caused further conplications. Spike Hughes had 
scored a part in this exciting piece for Benny Carter to play on 
soprano-saxophone. On that day he discovered that Carter had 
pawned his soprano some time before, had lost the ticket, and 
had forgotten which pawnshop. While the other numbers were 
being recorded the bandboy chased practically all over Harlem 
before running the instrument to earth. The broker allowed it out 
on condition that it was returned immediately after the session. 

Carter didn’t mind. He didn't think he'd ever need it again after 
the session. 

Firtbird contains solos by ('boo, Hawkins, Allen and ells. 

Air in D Flat has solos by Allen, Wells and Hawkins. 

To complete this album of Spike Hughes’ New \ork record- 
ings there are two jam session features. Street Sue just you and Hotv 
come you do me like you do. These were recorded after the main 
sessions, when most of the musicians had departed. There were 
no orchestrations. Just a string of fine improvised solos. It must 
have looked a strange little group: Sid Catlett still wearing his 
overcoat, Wayman Carver fingering his gold-plated flute. Spike ^ 

Hughes playing bass with his fingers in alabaster plaster. The 
music they produced was of superlative quality. Sweet Sue con- 
tains solos by Allen, Hawkins, Carver, Wells, Carter and again 
Allen. How come features Allen, Hawkins, Allen singing, \T ells, 
Rodriguez, Choo and Carver. A fitting addition, in fact, to Spike 
Hughes’ set of orchestrations. RAYMOND HORRICKS 
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JAZZ CONCERT 

Starring Coleman Hawkins, Georgie Auld, Ben Webster, Dizzy Gillespie, 

Charlie Shavers, Sonny Berman 

Side 1 Coleman Hawkins Plays Disorder at the Border, Body and Soul, 

Woody ’n You, Feeling Zero, Yesterdays, Du Dee Daht 

Side 2 Georgie Auld Plays Taps Miller, I Can’t Get Started, Concerto for Tenor, 

Auld -Hawkins -Webster Play Pick-Up Boys, Porgy, Salt Peanuts 
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By David Stone Martin 
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WORLD'S GREATEST MUSIC 


JAZZ CONCERT 

STARRING 

Coleman Hawkins, Georgie Auld, 
Ben Webster, Dizzy Gillespie, 
Charlie Shavers, Sonny Berman 

Side 1 

Benny Goodman once remarked in a conversation about 
Coleman Hawkins: “Oh the Hawk! You know what? He 
made an entirely new instrument out of the tenor sax!" 

Benny, of course, was talking figuratively, not literally. 
And yet Coleman Hawkins has literally started a whole 
new school of jazz saxophone playing, because before he 
ever developed that tremendous, vibrant, pulsating tone 
of his, the tenor sax had been strictly a smooth, sometimes 
simpering, and certainly sexless sort of an instrument. 
Once, though, the other tenor saxists heard Hawkins blow, 
they began imitating him, and today tenor stars like 
Georgie Auld and Ben Webster and Flip Phillips and 
Charlie Barnet willingly admit that The Hawk was their 
major musical influence, that it is his powerfully emotional 
style of playing that set the style for all to follow. 

''The Hawkins sound prevails throughout this album. 
On this first side he leads his own group through six fine 
samples of his great saxophoning. Opening this side he 
plays the most famous of all his sax solos, his magnificently 
warm, moodful rendition of Body and Soul. As the record 
spins and Hawkins plays Feeling Zero, Yesterdays and a 
swinging rendition of Disorder at the Border, the magic of 
his playing becomes ever more powerful and Hawkins is 
definitely home. 

' In his supporting band are two more saxists who belong 
to the Hawkins School: Don Byas, one of the bright stars 
on the American jazz scene until he migrated to France a 
few years ago, and Budd Johnson, a fine soloist and also 
a topnotch arranger. The featured trumpeter is, of course, 
familiar to all jazz afficianados, the one and only John 
Birks “Dizzy” Gillespie, a leader, in his own right, of an- 
other school of jazz: the modern school. There are two other 
modernists in the group: drummer Max Roach, winner of 
so many current all-star polls, and Oscar Pettiford, one of 
the all-time greats of the bass fiddle. Completing the 
rhythm section is the swinging, sympathetic piano-playing 
of the late Clyde Hart. 


Acclaimed by Music Critics 
Approved by Music Educators 
Treasured by Music hovers 


Side 2 AULD-HAWKINS-WEBSTER SAXTET 

Georgie Auld, talented tenor saxist, formerly with Benny 
Goodman, Artie Shaw and Bunny Berigan, and Ben 
Webster, former Ellington star,. a man with a tremendous 
tone and drive, join Hawkins on the first three tracks of 
side two. How three men of the same school compare, can 
be heard most readily on Pick Up Boys, where their solos 
are announced in order: Webster, Auld and Hawkins. On 
the other selections, they share the solo spotlight with 
brilliant trumpeter Charlie Shavers, backed by a rhythm 
section of pianist Billy Rowland, guitarist Hy White, 
bassist Israel Crosby and drummer Specs Powell. 

GEORGIE AULD and his orchestra 

The Georgie Auld big band stars on the last three tracks. 
It shows off its leader’s tenor prowess excellently. He blows 
soulfully through / Cant Get Started; he kicks crazily on 
Taps Miller (named by Count Basie for a dancing friend 
of his) and he shows both facets of his style on Concerto 
For Tenor. Taps Miller also features some fine trumpeting 
by the late and too-seldom recorded Sonny Berman, while 
current tenor star A1 Cohn is another sideman. 


GREAT PERFORMANCES by 

COLEMAN HAWKINS • GEORGIE AULD • BEN WEBSTER 

• DIZZY GILLESPIE • CHARLIE SHAVERS • SONNY BER- 
MAN • MAX ROACH • OSCAR PETTIFORD • CLYDE HART 

• BILLY ROWLAND • HY WHITE • ISRAEL CROSBY • SPECS 
POWELL • DON BYAS • BUDD JOHNSON • AL COHN 


Side l JAZZ CONCERT 

COLEMAN HAWKINS plays DISORDER AT THE BORDER 
• BODY AND SOUL • WOODY'N YOU • FEELING ZERO 
• YESTERDAYS • DU DEE DAHT 
Side 2 

GEORGIE AULD plays TAPS MILLER • I CAN'T GET 
STARTED • CONCERTO FOR TENOR 
AULD-HAWKINS-WEBSTER play PICK-UP BOYS - PORGY 
• SALT PEANUTS 


WORLD'S GREATEST ART 

CONCERT IN JAZZ 

ORIGINAL PAINTING BY 

DAVID STONE MARTIN 

(CONTEMPORARY AMERICAN) 

Grand Award is honored to bring you an original painting 
by the celebrated American artist, DAVID STONE MAR- 
TIN. Mr. Martin , one of the world’s most esteemed modern 
artists, has had exhibitions at the following Museums: 

Metropolitan Museum of Art 
Art Institute of Chicago 
Brooklyn Museum of Art 
Museum of Modern Art 

Born in Chicago, Illinois, in 1913, Mr. Martin attended the 
Art Institute of Chicago following his academic education. 
His career has been most colorful. As Supervisor of the 
Mural Project for the Elgin State Hospital at Elgin, Illi- 
nois, his work attracted attention. He was chosen to be the 
Art Director for the Tennessee Valley Authority' for six 
y’ears at Knoxville, Tenn. After serving as a war corre- 
spondent during the War, he returned to his art and won 
four competitions for Murals for Public Buildings in Sweet- 
water, Tenn., Martinsville, Va., Lenoir City', Tenn. and 
Mobile, Ala. For two years, Mr. Martin taught at the 
Brooklyn Art Museum. 

It was in 1946 that the New York Art Directors pre- 
sented their medal and award to David Stone Martin. 
Since this time, David Stone Martin has been recognized 
by the profession as one of the outstanding American 
Artists . . . the artist many of the rising painters wish to 
emulate. Mr. Martin has given freely of bis time in an 
effort to further the careers of many' of these young artists. 


Grand A.ward Re cords 

Grand Award Records have been created to bring to the discerning, discriminating and appreciative person 
.. .The World’s Greatest Music . . . plus The World’s Greatest Art 


For the first time, in an artistically designed album 
. . . you can enjoy and possess a collection of super- 
latively fine music, performed by distinguished 
artists and recorded and produced under supervi- 
sion of our research department . . . plus authentic 
reproductions of the world’s most famous art mas- 
terpieces, originals of many of these paintings are 
on exhibit in leading Art Museums throughout the 
world. 

Each album of Grand Award Records is an im- 
portant addition to both your music collection . . . 
and your art collection, providing you and your 
family the undeniable advantage of possessing an 
eminent selection of fine music and great art. 


All art work and engraving in connection with 
these authentic reproductions are produced by the 
authoritative craftsmen associated with famous 
world museums. 

The facts are: Under the supervision of Grand 
Award Research, a standard has been set in tech- 
nical mastery and true “In Person” reproduction 
which is surpassed by no other recording. 

All recordings are carefully prepared, produced 
and edited in the most advanced studios where ex- 
cellent quality is produced by experienced engineers 
using the most modern equipment. 

Performances are by renowned and exciting art- 
ists from varied fields of the musical world . . . and 


the calibre of music brought to you is a provocative 
contribution to your music library'. 

All reproductions are produced in full color. 

Credits: 

Recording by Fine Sound Studio, Inc. 

Engraving by Powers Photo Engraving Co. 
and Kaltman Press 

Printing by Olsen Press and Kaltman Press 
Grand Award Records originated and produced 
by Enoch Light 
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FUSI0N1/WES MONTGOMERY [ RIVERSIDE) 

—with Strings; arranged and conducted by JIMMY JONES 


Some time after this album had been recorded, 
and had begun to stir up feelings of awe and ad- 
miration among those who heard advance copies, 
an inside rumor began to circulate that there was 
a conspiracy at work to keep this record from being 
released to the public. The supposed conspirators 
were a strange group indeed : Wes Montgomery, 
who plays this material so brilliantly and beauti- 
fully; Jimmy Jones, who wrote the breathtakingly 
rich and tender arrangements that frame Mont- 
gomery’s guitar; Ray Fowler, the recording engi- 
neer who captured this remarkable sound blend ; 
and myself, the producer of the album. 

The story, of course, was slanderous and false. 
But not entirely false, I must confess. For each of 
us happens to consider his particular efforts here 
to be- something close to his finest achievement to 
date in his field. I admit to you now what we have 
admitted to each other — that each of us was very 
much like a fond parent who, even though he knows 
his child is strong and bright and certain to be- 
come president or a millionaire or a movie star, is 
still a little reluctant to let him leave home and go 
out into the world on his own. 

But now that the deed is done, I am sure every- 
thing is going to be quite all right, that you will 
also love this music and will feel that our unabashed 
pride in our child is justified. 

Some of the words the dictionary uses to define 
fusion are “blending”, “melting together”, “coali- 
tion”. Which serves very nicely to emphasize that 
this album is above all a meshing of the superb tal- 
ent of a literally incredible guitarist with that of 
an arranger who is not only an unexcelled crafts- 
man but is also a man who deeply understands the 
nature of Wes’ artistry and how best to frame it. 
To me, the combination is like a jeweler’s display 
case in which a rare gem gleams warmly against 
a background of rich dark velvet. 

Not surprisingly, this did not come about casually 
or accidentally. We have long wanted to find a 
properly full-sounding framework for Montgomery, 
particularly one to showcase his most nearly neg- 
lected side. For, with all the emphasis in recent 
years on Wes’ fiery improvisational skills and un- 
precedented use of octaves and chords, less than 
enough attention has been paid to his truly beauti- 
ful melodic and lyrical qualities. When discussions 
with Wes led to the idea of a with-strings album, 
the only question was one that came up later — had 
it been Wes or I who was the first to say “Jimmy 
Jones”? Call it a dead heat. In any event, Jimmy 
responded with a pleasing enthusiasm for the proj- 
ect and with the uncommon thoroughness and pro- 
fessionalism that have made his writing for Sarah 
Vaughan, Joe Williams and Harry Belafonte and 
so many others so strikingly effective. 


SIDE 1 

1. All the Way (2:36) (Cahn-Van Heusen) (ASCAP) 

2. Pretty Blue (3 :38) (Wes Montgomery) (BMI) 

3. In the Wee Small Hours 

of the Morning (2:49) ( James-Elliott ) (ASCAP) 

4. Prelude to a Kiss (3 :05) (Duke Ellington) (ASCAP) 

5. The Girl Next Door (3 :06) 

( Blane-Martin ) (ASCAP) 

SIDE 2 

1. My Romance (2:28) (Rodgers and Hart) (ASCAP) 

2. God Bless the Child (3 : 16) (Herzog-Holiday) (BMI) 

3. Tune-Up (3:12) (Miles Davis) (BMI) 

4. Somewhere (3:26) (Leonard Bernstein) (ASCAP) 

5. Baubles, Bangles and Beads (2:19) 

(Wright-Forrest) (ASCAP) 


First the tunes were agreed upon (Most of the 
choices were Wes’, including the uniquely leisurely 
approach that uncovers the lovely melodic core of 
Miles Davis’ usually jump-tempoed Tune-Up.) 

Then Jimmy and Wes settled down to funda- 
mentals : not only the desired tempo and key of 
each number, but the desired mood and effect, with 
the guitarist home-taping the melody lines so that 
the arranger could live with his approach to them 
for a while before beginning to write. There was 
some study of other with-strings albums, mainly 
to point up what was not wanted. No cloying thick- 
syrup sounds. No jarring disruptions, as when 
after an ensemble opening the strings are suddenly 
turned off and a jazzy rhythm section takes over 
(“When I want small-band blowing, I can do a 
quartet date,” Wes said. “The whole album has to 
feel like one unit.”). There was also some talk 
about what was wanted. “Make me sound like 
Frank Sinatra with Nelson Riddle,” was how Mont- 
gomery put it. That’s a not unworthy goal and, 
allowing for some obvious differences, it’s not a 
bad description of how things worked out. 

In the recording studio, the fusion continued, 
with a large group of more-than-capable musicians 
clearly enjoying playing with Wes and under Jimmy 
Jones’ tactful but firm musical direction. Mont- 
gomery (who is often nervously self-critical) found 
himself happy with his own solos from the start. 
The scores Jones had prepared came alive as a lush 
sound cushion on which Wes’ very personal style, 
blues-full and romantic, rode gracefully. And it 
all meshed. There were, rather incredibly, very 
few rough spots to iron out, and no real problems. 

The results are here. I think they’ll make you 
feel warm and happy, and maybe even like crying 



a little (at least on the inside) . I think (no, I know) 
you’ll find them a remarkably moving and enjoy- 
able listening experience. 

— ORRIN KEEPNEWS 

Wes Montgomery is accompanied by a string orchestra 
(violins, violas, cellos) with Gene Orloff as concertmaster; 
plus Phil Bodner, woodwinds; and a rhythm section of Hank 
Jones or Dick Hyman (piano and celeste), Kenny Burrell 
(guitar), Milt Hinton (bass) and Osie Johnson (drums). 

Other Montgomery albums include — 

Boss Guitar (459; Stereo 9459) 

Full House (434; Stereo 9434) 

So Much Guitar! (382; Stereo 9382) 

Movin’ Along (342 ; Stereo 9342) 

The Incredible Jazz Guitar of Wes Montgomery 
(320; Stereo 1169) 

Wes Montgomery Trio (310; Stereo 1156) 

PRODUCED BY ORRIN KEEPNEWS. RECORDING 
ENGINEER: RAY FOWLER. (RECORDED AT PLAZA 
SOUND STUDIOS; NEW YORK CITY.) MASTERING 
BY RAY HAGGERTY (MADISON SOUND STUDIOS). 
ALBUM DESIGN: KEN DEARDOFF. BACK-LINER 
PHOTOS BY ED MICHEL. 

Distributed in Europe by Interdise. Printed in U.S.A. 
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CRYSTAL RECORDS RECITAL SERIES 
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ON TUBA: 

BARTON 

CUMMINGS 


Side A (19:55) 

WALTER B. ROSS: 

Piltdown Fragments for Tuba and Tape (9:40) 

MARILYN J. ZIFFRIN: 

Four Pieces for Tuba (10:06) 

Andante (2:19) 

Allegro (2:19) 

Largo (3:58) 

Vivace (1:18) 

Side B (22:28) 

FREDRICK ZINOS: 

Elegy for Tuba and Piano (7:50) 

with Mary Jane Moore, Piano 

JAE EUN HA: 

Three Pieces for Tuba (14:17) 

Abstract Vision (5:03) 

Morning Calm (4:04) 

Etude (5:00) 


barton cummings is a native of New Hamp- 
shire and received his early education at the 
University of New Hampshire where he studied 
tuba with Mary Rasmussen, Keith Polk, and 
Paul Gay. During this time, he became very 
interested in the use of the tuba as a solo in- 
strument. Through the influence of such peo- 
ple as composers Barney Childs, John Rogers, 
and Elliott Schwartz, and instrumentalists 
Bertram Turetzky and Stuart Dempster, he 
began exploring new techniques and new sound 
environments. His musical studies continued at 
Ball State University in Indiana where he ob- 
tained a masters degree and studied tuba with 
Lesley Varner. Later, at Indiana University, 
Mr. Cummings was the recipient of the William 
J. Bell Memorial Scholarship in Tuba, and 
worked with the tubist Harvey Phillips both as 
a student and graduate assistant. 

Mr. Cummings has appeared as soloist and 
recitalist at universities and colleges throughout 
the country, with sponsorship in part by such 
organizations as the New York State Arts 
Council, American Music Center, Mississippi 
State Arts Commission, and leading music man- 
ufacturers. He has commissioned and given the 
first performances of many works for solo 
tuba, tuba in small ensemble, and tuba with 
electronic tape. Because of his interest in tuba 
and tape, he served as Panel Chairman for the 
First International Tuba Symposium-Workshop 
discussion of the subject. Recently, he appeared 
on the Maine Public Broadcasting System Pro- 
gram, Studio Concert, and took part in the 
Meet the Composer series administered by the 
American Music Center. He has presented a 
recital at Carnegie Recital Hall, New York, 
and has been featured on the Tuba Artistry 
Program of the New York Brass Conference 
for Scholarships. 

Currently a faculty member at San Diego 
State University and Point Loma College in 
San Diego, Mr. Cummings is the tubist with 
the San Diego Brass Quintet. Previously, he 
taught at the University of New Hampshire 
and Indiana State University. His biographical 
data is contained in the International Who’s 
Who in Music, the Dictionary of International 


Biography, and he was recently selected for 
inclusion in the latest edition of Who’s Who 
in the West. 

mary jane moore studied piano with Moissaye 
Boguslaivski and Leonard Shure in Chicago. 
She is a graduate of the Chicago Conservatory 
of Music and has extensive experience as a 
soloist and accompanist throughout the coun- 
try. Currently she maintains an active schedule 
of playing and teaching and is staff accompa- 
nist at Southwestern College in Chula Vista, 
California. 

Walter b. ross was born in 1936 in Lincoln, 
Nebraska. He attended the University of Ne- 
braska and continued his studies at Cornell 
University, where he received the degree of 
Doctor of Musical Arts. His principal teachers 
include Robert Beadell, Robert Palmer, Karel 
Husa, and Alberto Ginastera. Since 1967, he 
has taught at the University of Virginia where 
he has organized chamber concerts and a series 
of contemporary music concerts. He has writ- 
ten numerous works for tuba, including fancy 
dances FOR three bass tubas, which is per- 
formed by the New York Tuba Quartet on 
Crystal Records S221. 

The Composer writes the following about 
his Piltdown Fragments: “The work is a fantasy 
in five sections based on short motives which 
reappear in ever-changing relationships. Each 
of the first four sections of the tape presents a 
different idea and these are reiterated and com- 
bined in the last section. The tuba part, based 
on the intervals of an augmented fourth, minor 
second, and a minor third, is designed, especial- 
ly in the second more subdued section, to make 
use of some of the innovative techniques of 
modern tuba performance. As with the tape, 
the solo line in the last section is a summation 
of earlier ideas.” 

MARILYN ZIFFRIN, born in 1926 in Moline, Il- 
linois, earned her degrees from the University 
of Wisconsin, Madison, and Columbia Uni- 
versity, New York City. Her principal teachers 
in composition were Karl Ahrendt and Alex- 
ander Tcherepnin. She was the winner of the 
Delius Composition Award in 1972, and is 
currently Associate Professor of Music at New 
England College, Henniker, New Hampshire. 

Her comments on four pieces for tuba are 
as follows: “ These pieces were commissioned 
by Barton Cummings. When Mr. Cummings 
wrote to me explaining the myriad possibilities 
of his instrument, it seemed only natural to me 
to write a set of pieces that would show off 
the capabilities of the instrument while keeping 
in mind that the pieces would also have musical 
value of their own. 

“The four pieces follow the age-old pattern 
of slow-fast-slow-fast, and generally each de- 
velops out of its opening motive. There is no 
extra musical meaning in any of them. The 
first movement is like an opening proclamation; 
the fast second movement is a show piece for 
the performer; the third, a largo, is more intro- 
spective and personal; while the final fast and 
rhythmical piece is more lighthearted and 
dance-like and contains some shifting meter 
patterns.” 

fredrick zinos was born in 1942 in Wisconsin. 
His degrees are from the University of Wis- 
consin, Eau Claire, and the Chicago Conserva- 
tory-College of Music. His principal teachers 
have been Francois D’Albert, Bernard Dieter, 
and Milton Weber. Currently he is a resident 
of San Diego, California. 

He writes the following about his elegy for 
tuba and piano: “In March of ! ( )76, Barton 
Cummings invited me to compose a piece for 
tuba. The result of that invitation is the Elegy. 
The spirit of Elegy is not one of quiet resigna- 


tion; rather, / tried to imbue this composition 
with the noble melancholy which the tuba is 
so well able to portray. It is not Lycidas that 
we hear, but rather, Do Not Go Gentle Into 
That Good Night. My aim was to make the 
tuba and the piano equal, alternately taking the 
lead and supporting each other.” 

jae eun ha was born in 1937 in Seoul, Korea, 
where he had his early education at the Hankuk 
Theological Seminary. He received the B.M. 
and M.M. degrees from the University of Ten- 
nessee and the Doctor of Musical Arts degree 
from the Cleveland Institute of Music. He is 
currently Associate Professor of Music at Mis- 
sissippi Valley State University in Itta Bena. 

The following are his comments about his 
three pieces for tuba: “This work was com- 
missioned by Barton Cummings. It is in three 
movements and follows this outline. Abstract 
Vision is based on a whole-tone scale. The 
whole-tone scale is an abstract scale in such a 
way that any tone may serve as the tonal center 
with the contention that a tonal center implies 
the initial tone of the scale being used. The 
movement is notated in spatial notation so that 


divergent rhythms may result, and no two per- 
formances will ever be the same. It provides 
that an individual may interpret an abstract 
painting differently from others just as this 
movement will be interpreted differently. The 
second movement, Morning Calm, has been 
made to evoke a quiet feeling spiced with a 
minimum of Oriental flavor. Etude, the third 
movement, is a con bravura movement. The 
composer intentionally ignored the traditional 
limitations of the instrument and challenged 
the tuba with extreme ranges, dynamics, and 
technique. As the title tells, this movement may 
be a good drill piece for virtuoso study and 
performance.” 


Library of Congress numbers: 

Ross, Piltdown Fragments: 77-751464 

Ziff rin. Four Pieces: 77-751465 
Zinos, Elegy: 77-751466 
Ha, Three Pieces: 77-751467 

Recording Engineer: David Dunn 
Album Design: Ed Mitchell 

® 1978, Crystal Record Co. 


Other Chamber Music on Crystal includes: 


BRASS: 

LOS ANGELES BRASS QUINTET — S102 

Pezel, Hindemith, Wilder, Bartok, Paganini 

ROGER BOBO & TUBA — S125 

music by Hindemith, Kraft, Wilder, Gal Hard, Barat. 

with Ralph Grierson, piano 

BERLIN BRASS QUINTET — S201 

Malcolm Arnold, Maurer, Rathaus, Gabrieli. 6tc. 

ANNAPOLIS BRASS QUINTET — S202 

Dahl. Bach, Coleman, Holborne, Schein, etc. 

CAMBRIDGE BRASS QUINTET — S204 

Speer, Huggler, Rieti, Bozza, Bernstein 

ANNAPOLIS BRASS QUINTET — S206 

McBeth, Feld, Hartley, Renwick, Bach, etc. 

METROPOLITAN BRASS QUINTET — S208 
Gabrieli, Glazunov, Maurer, Harris, Horovitz 

NEW YORK TUBA QUARTET — S221 

Schuller, Heussenstamm, Purcell, Ross, Stevens, 

Parker 

L.A. PHILHARMONIC TROMBONE ENSEMBLE — S222 
music of the Moravian Trombone Choir 

PARIS TROMBONE ENSEMBLE — S223 

music by Janko Nilovic 

THOMAS STEVENS. TRUMPET — S361 

Hindemith, Stravinsky, Carter, Chou, Lewis, Budd 

ANTHONY PLOG, TRUMPET — S362 

with L.A. Philharmonic trumpet section, etc 

music by Reynolds, Hovhaness, Campo, Plog, Southers 

CALVIN SMITH, HORN — S371 

Schubert. Schuller, Heiden, Wilder, Levy, etc. 

CHRISTOPHER LEUBA, HORN — S372 

Halsey Stevens, Paul Tufts, John Verrall 

RALPH SAUER, TROMBONE — S381 

Pergolesi, Milhaud, Bassett, Persichettl 

LOS ANGELES BRASS QUINTET — S602 

with Stanley Chaloupka, harp 

music by Bach, Brown, Cheetham, Schmidt 

THOMAS STEVENS, TRUMPET — S800 

Hovhaness: Prayer of St. Gregory & Avak, The Healer 

LOS ANGELES BRASS QUINTET — S821 

with percussion & Sharon Davis, piano. 

music by Kraft, Schmidt. & Campo 

STRINGS AND HARP: 

LOS ANGELES STRING QUARTET — S103 

Haydn, Schubert, Wolf, Stravinsky 

ANN MASON STOCKTON, HARP — S107 

Tedesco, Roussel, Woollen, & Schifrln 

GRIEG: CELLO SONATA — S134 

also Schumann: Fontasiestucke. Gilbert Reese, cello: 

Ralph Linsley, piano 

STRAVINSKY VIOLIN WORKS — S302 

Eudice Shapiro, violin; Ralph Berkowitz, piano 

EDGAR LUSTGARTEN, CELLO — S303 

Bach, Bloch, Debussy, Dvorak, Chopin, Cassado 

ERNST TOCH VIOLIN SONATA — S502 

Eudice Shapiro, violin, also choral & piano works 

COPLAND, IVES, MAURY — S631 

Myron Sandler, violin, Lowndes Maury, piano 

ALBERTA HURST. TENOR VIOLIN — S735 

J.S. Bach, Telemann, Gal 

LOU HARRISON, CONCERTO FOR VIOLIN & 

PERCUSSION ORCHESTRA — S853 

also Robert Linn: Concertino for Violin & Wind Octet. 

Eudice Shapiro, violin; William Kraft, conductor 


WOODWINDS: 

WESTWOOD WIND QUINTET — S101 

music by I be rt , Bach, Rossini, Rimsky-Korsakoff, 

Schulhoff, Wailly, Malcolm Arnold, etc. 

HARVEY PITTEL, SAXOPHONE — S105 
with Malcolm Hamilton, harpsichord, and Ralph 
Grierson, piano, music by Loeillet, Maurice, Rodriguez, 
and Stevens 

SONI VENTORUM WIND QUINTET — S251 
Danzi: Quintets Op. 68, nos. 2 and 3 
RICHARDS QUINTET — S252 
Quintets by Johann Peter Muller (1791-1877) 

BRAHMS SONATAS FOR CLARINET — S301 

Mitchell Lurie, clarinet; Leona Lurie, piano 

LOUISE Dl TULLIO, FLUTE — S311 

Sonatas by Prokofiev & Sancan; Caprice by Paganini. 

with Virginia DiTullio, piano 

ANNE DIENER GILES. FLUTE — S312 

Quantz, 2 Sonatas; Dutilleux, Sonatine; Muller, 

Capriccio. with Allen Giles, piano & harpsichord 

JAMES CAMPBELL, CLARINET — S331 

Berg. Poulenc, Schumann. Vaughan Williams. 

Jeanjean. with John York, piano 
FLUTE & BASSOON RECITAL — S351 
Felix Skowronek, flute; Arthur Grossman, bassoon, 
music by Bozza, Wm. O. Smith, Aitken, Goodman, 
Gerster, Gabaye 

JOHN RODBY, SAXOPHONE CONCERTO — S500 
Harvey Pittel, saxophone; London Sinfonietta. Elgar 
Howarth, cond. also Festivals & Variations for Orchestra 
LOUISE Dl TULLIO, FLUTE CONCERTI — S503 
Ibert. Dubois. Martin. English Chamber Orchestra, 

Elgar Howarth, conductor 

NIELSEN & HINDEMITH QUINTETS — S601 

played by the Westwood Wind Quintet 

WESTWOOD WIND QUINTET — S811 

Linn, Heussenstamm, Pillin, & Stein 

WESTWOOD WIND QUINTET with Thomas Stevens, 

trumpet. & Roger Greenberg, baritone saxophone — S812 

Ginastera, Revueltas, Cortes, and Chavez 

HALSEY STEVENS: CLARINET CONCERTO. 

LUKAS FOSS. OBOE CONCERTO — S851 
Mitchell Lurie, clarinet; Bert Gassman, oboe; 

Akira Endo, conductor 
LEONARD SHARROW. BASSOON — S852 
Concerti by Luke & Welcher. Ernest Gold, conductor 
OBOES, ENGLISH HORNS. BASSOONS — S871 
music for double-reed ensemble by Bach, Handel, 

Pillin, Heussenstamm. members of Los Angeles 
Philharmonic 

ORCHESTRAL AND MIXED: 

RODBY: CONCERTO FOR 29 
RATHBURN: THE METAMORPHIC TEN — S504 
London Sinfonietta & mixed ensemble 
CLEVELAND COMPOSERS GUILD — S531 
Koch: String Quartet; Timm: Joiner & Die-Hard for 
five percussion; Erb: Harold's Trip to the Sky & 
Sonneries for brass ensemble. Cleveland Orchestra 
brass section, Cleveland Orch. String Quartet, etc. 

ALAN HOVHANESS — S800 

Marnl Nixon, soprano; Thomas Stevens, trumpet; 

Eudice Shapiro, violin; Grotel Shanley, flute. Avak. 

Tho Healer; Tzaikerk; Prayer of St. Gregory; Armenian 
Rhapsody. Crystal Chamber Orchestra, Ernest Gold, 
conductor 

LAMBRO, LOMBARDO. & CORTES — S861 

music for Wind, Brass, & Percussion, and String Orch. 

ERNEST GOLD & BORISOFF — S862 

Israel Baker Ensemble; Roman Rudnytsky, piano 


Send for free Catalog: Crystal Record Co. 
P.O. Box 65661, Los Angeles, Calif. 90065 
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RAGTIME PIANO 
FOR FOUR HANDS 


David Montgomery 
& Cecil Lytle 
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PIANO RAGS FOR FOUR HANDS 

With David Montgomery and Cecil Lytle 


RAGTIME PIANO 

In 1896 Ben Harney introduced ragtime 
piano to New York society at Tony Pastor's, 
launching what was to be a nationwide craze in 
music for the next twenty years. The new music 
created a furor of controversy; the musical es- 
tablishment generally denounced it — indeed, 
the American Federation of Musicians ruled rag- 
time off-limits to its members. The general 
public, however, was as captivated as the critics 
were shocked. They demanded to hear more of 
this exciting new music. 

Although the public saw ragtime piano as a 
fascinating novelty, the ragtime style of music 
had roots which went back to the early part of 
the nineteenth century. It evolved from banjo 
music, "coon songs’, minstrel numbers, buck 
dances, and folk piano styles. Itinerant black 
pianists had played similar music in saloons, 
cafes, steamboats, and brothels up and down 
the Mississippi Valley for at least twenty years 
before ragtime came to general notice. What 
was actually novel about ragtime piano in the 
1890’s was the fact that for the first time, rag- 
time music was being written and published and 
thus available to whorehouses, and theaters; 
businessmen and housewives entertained them- 
selves and their friends with it, and children 
who were tired of pounding through Hanon 
and Czerny found it delightful. 

Ragtime owed much of its early popularity to 
the simultaneous rise of a new dance which was 
sweeping the United States and Europe; the 
cakewalk, a strutting, jaunty dance which could 
not be performed to the traditional dance music 
of the period. Ragtime was explicitly dance 
music which drew upon two traditions for its 
material The nineteenth century ballroom 
dances, (the polka, schottische, two-step, grand 
march, and the jig), provided the musical forms 
of composition The black folk dances, the buck 
dances, breakdowns, and cakewalks supplied 
the melodies and rhythms. The new music 
suited the new dances admirably. As one critic 
said in 1898: “It has a powerfully stimulating 
effect, setting the nerves and muscles tingling 
with excitement." Ragime’s rhythms fairly drove 
people to dance. 

To the listeners of the 1890’s, the ragtime 
rhythm was its most salient characteristic; they 
were used to the relatively straight rhythms 
of European music, and ragtime seemed shock- 
ingly syncopated In fact, it was the syncopation 
which gave the music its name Harney had 
called what he played “jig piano" but the public 
soon called it “ragtime", a shortening of the 
words “ragged time”, referring to the broken 
rhythms and shifted accents of the treble line, 
which seemed the more pronounced for being 
opposed by a harmonic, unsyncopated bass. 

Ironically enough, the infectious rhythm was 
probably the chief reason for ragtime’s early 
decline Many people, including some com- 
posers who should have known better, got the 


idea that syncopation was the only characteristic 
which separated ragtime from any other music. 
As there was a demand for rags. Tin Pan Alley 
produced them in quantity according to a for- 
mula, glutting the market with syncopated 
arrangements of European classics, simplified 
arrangements of the classic rags, and even 
pieces which were rags in name only, bearing 
little or no resemblance to the real thing. No 
music could survive such a flood of kitsch; and 
by 1917, ragtime had gone into eclipse, to lie 
hidden from all but a few diehard afficionados 

The recent revival of ragtime, however, has 
revealed a depth and complexity in the classic 
rags probably not perceived by the early, un- 
sophisticated listeners. As Scott Joplin said in 
his Preface to his School of Ragtime (1908): 
“What is scurrilously called ragtime is an inven- 
tion that is here to stay. That is now conceded 
by all classes of musicians. That all publications 
masquerading under the name of ragtime are 
not the genuine article will be better known 
when these exercises are studied. That real 
ragtime of the higher class is rather difficult to 
play is a painful truth which most pianists have 
discovered. Syncopations are no indications of 
light or trashy music, and to shy bricks at ’hateful 
ragtime’ no longer passes for musical culture.” 
History has proven him right. 

In this record you will hear the three main 
schools of ragtime: the Sedalia style, which is 
gracefully melodic and fairly slow, the St. Louis 
style, which is showier and faster, and the New 
Orleans style, which adds a rolling bass and 
begins to approach the feeling of jazz. The 
pianists, David Montgomery and Cecil Lytle, 
have captured the essential spirit of ragtime — a 
highly optimistic character with a rollicking 
sense of humor, which is at the same time 
deeply serious and dignified. 

The revolutionary method of manufacture 
has produced an extraordinary degree of fidelity 
in this record. Leo de Gar Kulka has revived 
an old concept of recording Direkt to Disc, 
without the customary intermediaries of tapes 
and editing. Today’s sophisticated recording 
equipment combined with the direct approach, 
has produced the brillance and freshness of a 
live concert performance; what is played the 
first time is permanent. The odd mistake here 
and there only enhances the music, because it 
gives it an engaging air of humaness not found 
in records which have been edited to a state of 
sterile perfection. Direkt Disc records are col- 
lectors’ items, too, because they are necessarily 
limited editions, the master plates which pro- 
duce them, like engravers’ plates, wear out as 
they are used; and when they cannot maintain 
the high standards of fidelity demanded by Mr. 
Kulka, they are discarded there is no way to 
reproduce the master. All this guarantees the 
listener the vital, exciting experience of the 
concert hall, but with one difference: it can be 
enjoyed again and again. 


TECHNICAL INFORMATION 
AND CREDITS: 

The recording was made in the 40’ x 50’ 
studio of Golden State Recorders in San 
Francisco, which also has a 20’ high ceiling, 
for a total of 40,000 cubic feet.The acoustics are 
warm, not too live and not too dead Two 
opposing walls are treated with sound absorbent 
material two are staggered 2’ every 6’ and are 
hard, splayed with 2’ x 4’ absorbent panels at 
various intervals. The floor is concrete and 
covered with carpeting. There are three other 
pianos in the room, an organ, wood paneling 
for the first 5' along the wall, so the sound gets 
broken up quite well. 

For the recording we used the AKG C-24 
Microphone (stereo) in the S/M mode, where 
the internal matrix reconstitutes l-r relationships. 
The upper element was in the “figure - 8” mode 
and the bottom in the cardioid, with the back 
opened up halfway between cardioid and figure - 
8 to capture some of the room sound. The 
microphone was placed at ear level approxi- 
mately 15’ from the piano — just about where 
a listener would sit. 

The output of the microphone was fed into 
two preamplifiers and from there directly to the 
input of the cutting room console with all equal- 
izers and limiters bypassed, levels set for 
maximum (approximate) playing level and from 
there directly to the Neumann Disc-Cutting 
Amplifier. There has been no level riding, no 
mixing, no equalization, no limiting — nothing — 
the pure unadulterated sound directly to the 
disc! Though the VU meters indicted “normal" 
readings, the peak-reading LED’s showed peaks 
of 9 and 12 db or more, over normal recording 
levels. Since normal tape has a headroom of 
approximately 6 db average at customary ele- 
vated levels, these peaks would have been in 
considerable tape saturation and consequent 
distortion. Listen to the peaks on this record! 

The production, disc cutting and engineering 
was performed under the direction of the label’s 
director, Leo de Gar Kulka. Associate Producer 
and Director of A & R Ignatius MonDragon. 

The operation was ably assisted and co- 
ordinated by students from College for Recording 
Arts: Jeff Metzler and Steve Diamond, who 
directed hand-picked members of the Advanced 
Classes To all my deepest appreciation for a job 
well done! 

Master Acetates were processed under the 
direction of Ed Tobin at Gregg Lee’s in Gardena, 
California and the pressings were by KM 
Records in Burbank, California under the co- 
ordination of John Hess and the pressing ex 
pertise of Czaba Hunyar. Cover art was designed 
by Wayne Pope and Leo Kulka and executed 
by AUDIO TECHNICA U.S., INC, 

RECORDED AT SONIC ARTS CORPOR 
ATION “MASTERING ROOM" San Francisco, 
California. 

RAGAMOROLE was composed by Adams 
and is published by KULKA MUSIC, SESAC 
All others arranged by Montgomery and copy 
righted and published by Guard Music, BMI 


SIDE A 

HURRICANE RAG 
ORIGINAL RAG 
JUBA DANCE 

THE GREAT CRUSH COLLISION 
MARCH IN B FLAT 

Total Playing Time 13:02 


SIDE B 

THE ENTERTAINER 
BOHEMIA 

KITTEN ON THE KEYS 

RAGAMOROLE (Adams) Kulka Music, 
SESAC 

DICTYS ON 7th AVENUE 

Total Playing Time 14:12 


David Montgomery. Piano, may be heard on Sonic Arts 
Lab Series #2 & #5. 

Cecil Lytle and David Montgomery have played together 
often and especially enjoy presenting their unique ver- 
sions of the classical rags. They have toured and con- 
certized together in Europe, as well as in the United 
States 

The “DIREKT TO DISK RECORD process places a 
tremendous stress on the performers — and everybody 
else. There is no splicing or correcting of errors — it 
one occurs, the performance must either stop or continue 
The result is a spontaneous release of energy by the 
players, a concentration and the transference of the 
excitement of the performers to the listener More acute 
than even a live performance, where one knows that the 
mistake will pass and will never be heard again. The 
concentration required, dedication and radiation of energy 
and feeling transcends mere musical notes, it results in 
electrifying performances completely unique in the 
recorded repertoire of todays contrived and spliced per- 
formances heard on records. The technical demands are 
equally stringent on the equipment, the operators and 
the mechanical manufacturing processes, because on a 
performance as pure as this, every minute flaw which 
would normally be passed over, sticks out like a sore 
thumb! The quantities which can be pressed without loss 
of quality are very limited and when they are gone, that s 
it ... no more records. We don't manufacture disc cuts 
on multiple lathes simultaneously, but meticulously con- 
centrate on only one. Therefore. each record jacket bears 
a serial number — much like a numbered lithograph 
and a LIMITED EDITION and an INSTANT COLLECTOR'S 
ITEM! 

Of course, we run a simultaneous recording lor 
reference purposes. And there Is a difference 

Yours for finer recordings! 

Leo de Gar Kulka - President 
SONIC ARTS CORPORATION 
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Yazoo Basin Boogie 

guitar instrumentals 
recorded in Rome, Italy 
remixed at Livingston Studios, 
London. England 
remix engineer: Nic Kinsey 
produced by Stefan Grossman 


Side One 

1 Adam's Voice/Tickle Dew 

2 Dallas Rag 

3 I’m So Glad 

4 Katz Rag 

5 Texas Lemon Flavor 

6 Sunday Rag 

7 Pigtown Fling 

8 Red Pepper Rag 

Side Two 

1 House Carpenter 

2 Maple Leaf Rag 

3 Colored Aristocracy 

4 Slow Blues in C 

5 Powder Rag 

6 County Line 

7 Last of Callahan/Dervish Boogie 

8 Yazoo Basin Boogie 


This album is a collection of traditional 
rags, fiddle tunes, spontaneous blues 
and classic piano rags. 

I had previously tried to record some 
difficult ragtime arrangements in a 
professional studio but I had found 
myself too nervous and inhibited by the 
soundproof walls and the silent clock 
that ticked minutes into dollar signs. I 
had thought it "next to impossible" to be 
able to put on record the more 
complicated instrumentals I knew until it 
was suggested I try to use my home as a 
studio. This l.p. was recorded in my 
living room using professional 
equipment. 


Adam’s Voice/Tickle Dew 

This piece begins with a recording of the 
voice of Adam Grossman. What follows 
is an instrumental that I improvised 
while making this album. It shows the 
influence of Big Bill Broonzy, Mance 
Lipscomb and Robert Johnson on my 
playing. This arrangement tries to 
combine all three It is played in the key 
of A, using a regular tuning (E A D G B E) 
and employing a monotonic bass 
technique This style is usually 
associated with the blues guitar playing 
of Texas. 


Dallas Rag 

This is a very popular string band rag 
arranged for the guitar. It wa9 originally 
recorded in the twenties by the Dallas 
String Band. The great New York 
guitarist, Dave Laibman, developed the 
arrangement I have recorded. This Is a 


complicated rag that combines many 
finger-picking techniques: alternating 
bass, counter-point and single line runs. 
It is played in the key of C and I use a 
capo on the second fret to make it easier 
to finger and play. The approach used in 
this arrangement is to have treble 
strings play the melody as originally 
played by the mandolin and the bass 
strings duplicate the guitar 
accompaniment. 


I’m So Glad 

Nehemiah 'Skip' James was a master of 
the guitar. This is perhaps his ‘show- 
case' piece. It is a tour de force' and I 
strongly suggest you try to hear, his 
original version recorded in 1931 for the 
Paramount Record Company. This has 
been reissued by Yazoo Records. I 
cannot play it identical to Skip nor can I 
play it at the speed he did. I have used 
the basis of his arrangement and from 
that I have added several variations. 

Skip never wanted his students to 
imitate his playing but rather to develop 
and create new sounds from the old. 

It is this idea that I have tried to follow. 
The tune is played in a cross-note tuning 
(E B E G B E)— here the guitar is tuned 
to an open Em chord. This is a very 
unusual tuning and can give many 
interesting effects. 

For those interested in studying Skip's 
techniques and styles further, I suggest 
you see my book Delta Blues Guitar 
(published by Oak). This offers a study 
into the regional guitar styles that came 
forth from the Mississippi Delta. 

One of Skip's favourite sayings when 
constantly asked what he thought of this 
or that guitarist's music was: "I never 
criticise a man's music”. 


Katz Rag 

This is a two-part rag taken from the 
playing of Dave Van Ronk, Steve Katz 
and Frank Stokes. I first heard Dave and 
Steve play a guitar piece similar to the 
first section. I combined this with a 
Frank Stokes' feel' to give the complete 
rag a character all its own. It is played in 
a normal tuning (E A D G B E) and uses 
an alternating bass technique. 


Texas Lemon Flavor 

Blind Lemon Jefferson is another 
favourite bluesman of mine. His singing 
and guitar styles have always been a 
source of surprise and musical 
knowledge This piece uses his One 
Kind Favor as its basic theme. It is 


played in a style completely different 
from the way Lemon would play the song. 
I use an alternating bass technique 
throughout the arrangement while 
Lemon's style rarely used this technique 
except for isolated passages. The 
guitar is tuned to an open C chord : 
CGCGCE. 

I have discussed Blind Lemon’s guitar 
styles at length in my books: Ragtime 
Blues Guitarists and Texas Blues Guitar 
(both published by Oak). 


Sunday Rag 

This is another improvised tune. It is 
played in normal tuning. I have 
combined two basic ragtime themes. 

The first section uses a chord 
progression found in a thousand songs. 

I first heard Rev. Gary Davis use this and 
you can hear him play this as well as 
Blind Boy Fuller, Blind Blake, Big Bill 
Broonzy and many others. It could be 
called the 'truckin' my blues' progression. 
This first section is very guitar oriented 
in sound and feel while the second 
section introduces a more piano 
approach. This part is reminiscent of 
Lemon's Hot Dogs or Mance Lipscomb's 
Stop Time or Leadbelly’s Keep Your 
Hands Off Her. 


Pigtown Fling 

This traditional fiddle tune has always 
intrigued me. I first heard the melody in 
Ann Arbor. Michigan, from a mandolin 
player named George Roberts. I thought 
it would be interesting and humourous 
to put this melody against a classical 
style counter-point. The arrangement is 
played in a quasi-G tuning: D G D G B E. 


Red Pepper Rag 

This is a classic piano rag. It is played 
in a strange tuning: C G D G B E. This 
tuning enables you to modulate from the 
key of C to G and still have open bass 
strings to use within an alternating bass 
style. This arrangement is very difficult. 

I have speeded up the tape in order to 
give the final performance the feel of the 
old player pianos. 


House Carpenter 

When I was learning how to double 
thumb frail on the five string banjo, I 
came across this lovely traditional folk 
tune. Unfortunately, at that time I found 
it very difficult to play House Carpenter 
on the banjo so, having the fear that I 
would forget the melody I arranged it for 
the guitar. I used the same tuning and 


fingering as I had tried to use for the 
banjo. The guitar is tuned to an open C 
tuning CGCGCE. I use an alternating 
bass with a strong accent on the even 
beats throughout the song. This 
accenting develops a high harmonic C as 
well as a dulcimer effect. 


Maple Leaf Rag 

This is an attempt to play two parts of 
the famous Scott Joplin rag. The first is 
almost identical to the original while the 
second offers a variation. This 
arrangement was jointly made up by 
Dave Laibman and myself. Dave can be 
heard playing the full Maple Leaf Rag 
on his album New Ragtime Guitar 
(Transatlantic TRA 253). My book 
Contemporary Ragtime Guitar (Oak 
Publications) features several other 
piano rags transcribed for the guitar. 
Currently there are many excellent 
guitarists trying their talents at 
transcribing piano rags. I suggest you 
try to hear the l.p. Contemporary 
Ragtime Guitar (Kicking Mule Records) 
which offers an anthology of rags and 
guitarists as well as the l.p.’s of Ton Van 
Bergeyk and Leo Wijnkamp Jr. 

For this arrangement the guitar is tuned 
to a dropped D tuning : DADGBE. 


Colored Aristocracy 

This is another fiddle tune arranged for 
the guitar. The resulting sound is quite 
Nashville in feel. Dave Laibman put 
together this version. It is played in the 
key of A and in normal tuning. It is a 
tricky piece of guitar playing. 


Slow Blues in C 

This is a combination of piano and 
guitar styles. It shifts from a Jelly Roll 
Morton piano sound to the East coast 
ragtime style of Blind Blake. It is played 
in a regular tuning and in the key of C. 

I suggest you try to hear any of Blake's 
blues in C to explore this idea further. I 
have always been amused how guitarists 
tend to imitate other instruments 
Modern day electric blues guitarists try 
to sound like saxophone players and old 
ragtime bluesmen attempted to imitate 
the piano sounds popular at that time. 


Powder Rag 

This is two parts from the four part 
Powder Rag. It was arranged by Aurora 
Block. The sound produced is very much 
like the old ragtime player pianos. The 
tune is played in a dropped D tuning: 
DADGBE.I have used a capo on the 
fourth fret to make the fingering easier. 


Transatlantic 

TRA 217 

Mono 


County Line 

This is another improvised blues The 
tune shows the influence of Big Bill 
Broonzy and Mance Lipscomb on my 
playing. I have used a trick that Mance 
uses when playing a blues in A. This is 
that the guitar is put into a dropped D 
tuning: DADGBE. This allows us to 
use a steady monotonic bass with the 
A chord passage (by playing the open 
fifth string) and when going to the D 
chord part we can introduce the low D 
sixth string bass. The overall effect is 
quite powerful and interesting 

The second section introduces a short 
passage using an alternating bass but 
this goes back to the steady heavy 
monotonic bass. 


Last of Callahan/Dervish Boogie 

This fiddle tune is played in a dropped D 
tuning : D A D G B E The treble strings 
of the guitar play the melody while in the 
bass we play a constant counter-point 
line. This is a difficult arrangement to 
play properly. The overall sound is 
interesting as we hear a constant 
moving bass line that somehow relates 
harmonically to the treble as well as 
interweaving between the melody line 


Yazoo Basin Boogie 

This is a boogie played in dropped D 
tuning. The first section comes from the 
playing of Marc Silber and his tune 
Piano Sounds (transcribed in my 
Contemporary Ragtime Guitar book) 

The second and third sections are 
variations I composed. Tf\is arrangement 
is somewhat similar in feel to Willie 
Brown's Mississippi Blues. Both try to 
imitate the old blues piano sounds. 

I hope this album of guitar music is 
enjoyable. I would like to thank Nat 
Joseph and Jean Michel Gallois- 
Montbrun for their help in this project. 


I hope you enjoy. 
Peace. 



Stefan Grossman 


Sleeve design: Fulcrum 
1975 

Transatlantic Records Ltd 
86 Marylebone High Street 
London WIM 4AY 

Sleeve printed and made in England by 
Robert Stace & Co. Ltd. 
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■)F NBC's best vocal bets is Lee Wiley, the charming young 
jn who adorns the cover of this month’s RADIOLAND. 
i deep blues singing has been a feature of Paul Whiteman s 
broadcasts. Lee Wiley is tall and slender and weighs 115 
.bunds and is most often seen in loose-fitting sport clothes like the 
(' outfit in the photo, which give her an appearance of comfortable in- 
| formality that is quite in keeping with her personality, being as how 
| she hails from the wide-open plains of Oklahoma. Her hair is brown 
and her eyes are brown. Significant, those eyes. They were useless 
, to Lee for a whole year. The optic nerves were paralysed following 
a fall from a horse. But that’s all in the past now. and it serves Lee 
as a handy explanation when folks ask her how she got that deep 
down blue tone in her voice. The job of being a radio star is just 
about the most important thing in the world to her. and when she 
I broadcasts to vou she’s worried sick as to whether she's making a 
i hit or not. It only took her a month to get on the air after she 

1 arrived in New York— at first in choruses, later as a featured singer 

She is a rest American, claiming one-fourth Cherokee Indian blood, 
like Will Rogers 
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SIDE 1 


1i 

You Came To My Rescue 

1936 

2. 

Three Little Words 

1936 

3. 

You T urned The T ables On Me 

1936 

4. 

Here's Love In Your Eyes 

1936 

5. 

The South In My Soul 

October 13,1932 

6. 

I'm Coming Virginia 

April 19, 1934 

7. 

A Thousand Good Nights 

April 19, 1934 

8. 

Funny Little World 

June 28, 1934 


SIDE 2 


1 . 

Sometimes 1 Feel Like A Motherless 
Child 

March 8, 1934 

2. 

If 1 Love Again 

May 24, 1934 

3. 

The Little Things You Used to Do 

July 13, 1935 

4. 

I'm Coming Virginia (opening theme) 
Robins 8t Roses 

July 22, 1936 

5. 

When I'm With You 

August 5, 1936 

6. 

Crosspatch 

I'm Coming Virginia (closing theme) 

July 8, 1936 
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In August of 1975, Lee told me she was about to sign a contract to make at least one more 
record. However, the rapid onset and progress of her illness, resulting in her death on December 
1 I th that same year, didn’t allow her the time to ever enter a recording studio again. 

Then came some welcome news from Larry Kiner. He had found quite a number of Lee’s air 
checks and earlier in 1975 had obtained the rights from her to issue these and any similar mat- 
erial. During the mid-50’s, I had made copies of the recordings that Lee had retained of her 
radio shows of 1936-38, so the tapes of these were soon dispatched to Larry to add to the 
collection. 

The result is this LP and hopefully, there could be enough for another. 

Now let s examine some of the details of these rare, never befroe isssued performances eleven 
of which were made while Lee was still in her teens. ’ 

The first four tracks were done when our gal was 20 or 21 years old. “You Came To My 
Rescue ” and “Here’s Love In Your Eye " are happy, bouncy renditions of the tunes with Lee 
giving them her full vocal range. “You Turned The Tables On Me" is truly the best I've ever 
heard this song sung. The trumpet, sax and other personnel of this Freddie Rich band back- 
ing her are, unfortunately, so far, unknown. 

“South In My Soul’’, one of the tunes written by Miss Wiley, brings us a surprisingly mature- 
voiced kid, who had just turned 17! “Motherless Child”, also with the Vallee Orchestra but 
two years later, predated her Decca recordings of this same song by some five months. 

Her appearances on the Paul Whiteman broadcasts were at the age of 18. I found this part- 
icular " I'm Coming Virginia” especially enjoyable. It presents possibly the best of Lee’s early 
vocal efforts in the framework of an intricate but interesting and catchy arrangement, which 
includes a verse/intro which was new to me. 

“A Thousand Goodnights” is one of those typical Wiley intimate vocals that she seems to 
be singing just to you. Guarenteed to make you fall in love all over again with Lee and that 
voice of hers. “If / Love Again” is of great interest to compare with her version of the same 
number made in 1971, more than 37 years later, for Monmouth-Evergreen, Lee’s last record- 
ing date. Incidentally, the trumpet heard behind the vocals on the Whiteman program is most 
likely that of Charlie Teagarden. 

The remainder of side 2 was put together by Larry to stimulate what her own CBS shows might 
have sounded like. Included is her theme song for this series, “I’m Coming Virginia”, with the 
announcer opening and closing the fifteen minute program. Actually, each segment included two 
or three vocals by Lee plus an instrumental by the studio orchestra. Lee always said that she 
thought it was Bunny Berigan on the trumpet in back of her on “Robins & Roses”. My ears 
say she could be right. 

All titles from this group are classy Wiley output, but the way she does her theme is down- 
right fascinating (Fascinating: “To hold spellbound, as by some irresistible charm. To allure 
and hold intent; to captivate”). But, after all, isn’t that what attracted us to Lee in the first 
place with_all her songs? 

Well, while our Lee never made it back to the studio to make us that one more record, Larry 
Kiner has happily stepped into the gap to make available to her fans this wonderfully done LP 
of fine vintage Lee Wiley off-the-air material 

So, all that’s left is to put on the record, turn the light down low, sit back and listen fondly 

Miss Lee Wiley is back with you again. 

Gus Kublman 
November, 1976 


Gus was a long-time friend of Miss Wiley (from 1949). He has written a biographical article on 
her which appeared in CODA MAGAZINE of February, 1974 (Vol. 1 1 , No. 6). 

The listener is referred to his article, as well as a companion feature “Lee Wiley On Record” by 
John Nelson in the same CODA issue for more information about Miss Wiley and her commercial 
recordings. 

Larry Miner 


Produced by Larry F. Kiner 
Covers by Joan Carufel 
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DINAH WASHINGTON 


SINGS 


FATS WALLER 


SIDE ONE 

CHRISTOPHER COLUMBUS 
TAIN’T NOBODY’S BUSINESS 
JITTERBUG WALTZ 

SOMEONE’S ROCKIN’ MY DREAMBOAT 
AIN’TCHA GLAD 
SQUEEZE ME 

SIDE TWO 

AIN’T MISBEHAVIN’ 

(I’m Saving My Love For You) 

BLACK & BLUE 

EVERYBODY LOVES MY BABY 
I’VE GOT A FEELING I’M FALLING 
HONEYSUCKLE ROSE 
KEEPIN’ OUT OF MISCHIEF NOW 


The motive behind this album was a novel one. The idea was not merely to enlarge 
the ASCAP credits of the late Fats Waller's estate, but rather to recreate the spirit 
with which he performed, the tunes he recorded, and the era in which he lived. True, 
most of the tunes were composed by Fats; all of them were part of the huge catalog 
of compositions he built up during the last decade of his life, which ended December 
15, 1943. All of them are perfect vehicles for the barrelhouse balladry and basic blues 
moods that govern Miss D's inimitable performances. 

Ernie Wilkins, who conducted the session, assembled a superb all-star band to 
back Dinah in this tribute to the immortal composer-pianist-singer-comedian. The 
personnel, which varied slightly from session to session, collectively included Reunald 
Jones, Sr., Charlie Shavers, Doc Severinson, Clark Terry, Ernie Royal and Ray Copeland 
on trumpets; Julian Priestly (from Dinah's touring group), Jimmy Cleveland, Sonny 
Russo, trombones; Rod Leavitt, bass trombone; Jerome Richardson, lead alto sax and 
flute; Sahib Shihab, alto sax; Benny Golson, tenor sax; Frank Wess, tenor sax and 
flute; Eddie Chamblee, tenor sax (Dinah's husband and leader of the combo that now 
tours with her); Charlie Wilson, baritone sax (from Dinah's group); Jack Wilson, Dinah's 
regular pianist; Freddy Green, guitar; Richard Evans, bass; Charlie Persip, drums. 

Christopher Columbus originally was strictly an instrumental tune, popularized by 
Fletcher Henderson, Teddy Hill and the other bandleaders who congregated at the 
Savoy Ballroom in 1935. The following year lyrics were added by the indomitable 
Andy Razaf and it was recorded by Fats. In Dinah's treatment she virtually makes a 
blues out of it. Eddie Chamblee has the tenor solo. 

Tain't Nobody's Business if I Do, credited to Porter Grainger and Everett Robbins, 
was published in 1920 and recorded by Waller in 1940. The fine instrumental obbli- 
gatos are by Charlie Shavers and Julian Priestly. 

Jitterbug Waltz has never previously been recorded as a vocal. Written and 
recorded by Fats in 1942, it now boasts recently written lyrics by Maxine Manners 


and Charles Grean. This delightful melody, which floats downward in thirds through 
an unusually wide range, is not Dinah's first waltz performance, as those who remem- 
ber her incisive rendition of Look to the Rainbow can testify. 

Someone's Rocking My Dream boat dates back to 1936. Dinah surveys the "mutiny 
at sea", at a gently rocking tempo, while Jerome Richardson's flute contributes to a 
wailing Wilkins background. 

Ain'tcha Glad is a product of the popular Harold Arlen-Ted Koehler team of the 
1930s (they wrote Stormy Weather, the title song of Fats' last movie). It was a par- 
ticular favorite of Fats' and was sung in the early 1930s by, among others. Jack 
Teagarden with Benny Goodman. 

Squeeze Me was one of Fats' earliest compositions, probably the first he ever had 
published, dating back to 1925, when he was 21 years old. He wrote it in collabora- 
tion with Clarence Williams and recorded his last version of it in 1939. Dinah has a 
ball getting her teeth into this meaty 16-measure chorus (which, by the way, has no 
connection with the Duke Ellington composition. Just Squeeze Me). 

Ain't Misbehavin' ranks with Honeysuckle Rose among the most durable of the 
Fats Waller standards. Andy Razaf relates: "In 1929 we did the Hot Chocolates show, 
and it was so big they decided to produce it downtown. I remember one day going 
to Pats house on 133rd Street to finish up the number based on a little strain he'd 
thought up. The whole show was complete, but they needed an extra number of the 
theme, and this had to be it. We worked on it about forty-five minutes and there it was 
— Ain't Misbehavin'." Dinah's chorus-and-a-half, taken at a slower, more relaxed 
tempo than is usually accorded the tune nowadays, includes some flute obbliaato 
by Frank Wess. 

Black and Blue, written in 1929 by Fats, Andy Razaf and Harry Brooks, was 
popularized originally by Louis Armstrong. Because time has improved our social 
attitudes, Dinah made appropriate changes in the lyrics of the release and the last 
eight measures. Reunald Jones' powerful brass lead is an outstanding feature of 
the accompaniment. 

Everybody Loves My Baby , written in 1924 by the team of Spencer Williams and 
Jack Palmer, was used by Fats on a 1940 record date. Here the vocal-matrimonial 
team of Washington and Chamblee is introduced to potent effect. 

I've Got a Feeling I'm Falling is a 1929 product of the curious (or at least un- 
expected) team of Fats Waller, Billy Rose and Harry Link. Eddie Chamblee moves to 
the mike for an introduction and opening solo before Dinah takes over, with Jimmy 
Cleveland's muted trombone in the background. 

Honeysuckle Rose was written in 1929 when Fats and Razaf were working on a 
show called Load of Coal for Connie's Inn. After half completing the number at 
Razaf s home in Asbury Park, New Jersey, Fats suddenly remembered a date and 
announced that he had to leave. Razaf finished up the yerse and gave it to him later 
over the telephone. Honeysuckle is tackled here by Dinah and Eddie as a vocal duet, 
with Eddie singing the release on his own. "Dinah had her own idea about how the 
chord changes should go on this one and she ran it over on the piano for me," recalls 
Ernie Wilkins. 

Keepin' out of Mischief Now was written by Razaf and Waller in 1932. Dinah 
does the verse ad lib with piano accompaniment before the band comes in swinging 
for the chorus, after which there's an eight-bar piano solo before she returns to 
take it out. 

Dinah's completely uninhibited, extrovert personality is perfectly tailored to the 
kind of music with which Fats' own approach and style were associated. I'm sure if 
he could listen to this happy blend of performer and material he would give this album 
the same enthusiastic endorsement it is bound to earn from Dinah's multitude of fans. 

This LONG PLAYING 33 ] j r.p.m. recording was made possible through the use o) 

t ,c MERCURY SOUND MARGIN CONTROL process — a technique whereby it has become possible 
Jor Mercury to produce for the record-buying public a disc of truly superior quality. especially 
with respect to brilliance, clarity, dynamic range and reliable stylus tracking. This record can 
be played on any 33 Va r.p.m. turntable. 
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SIDE ONE 

GOODBY BABY HERE I GO 

(Buddy Johnson) Sophisticate Music Co. (BMI) 2:20. 

THEY ALL SAY I’M THE BIGGEST FOOL 

(Buddy Johnson) Northern Music Corp. (Ascap) 2:31 . 

I DON'T CARE WHO KNOWS 

(Buddy Johnson) Sophisticate Music, Inc. (BMI) 2:35. 

LIL' DOG 

(Buddy Johnson) Sophisticate Music Co. (BMI) 2:48. 

YOU’LL GET THEM BLUES 

(Buddy Johnson) Northern Music Corp. (Ascap) 2:20. 


Here is a high fidelity feast in rhythm and band versatility, every note 
danceable and every note provocative. When Buddy Johnson wails, his 
style rides a pendulum from the sauciness of a rock-and-roll beat to easy- 
going swing, and the whole range is here. Vocals by Ella Johnson and Floyd 
Ryland add to the wailing message of these musical missives. 

The disk zooms off the launching pad with a febrile shaker-upper, 
Goodby Baby, Here I Go. In its long playing flight, it turns to the blues, 
You’ll Get Them Blues and Please Mr. Johnson, to the free-gliding ballad, 
I Wonder Where Our Love Has Gone and I Cry, to the staccato swinger, 
LiV Dog. 

This is not music for pink tea parties, for entertaining the boss’ wife 
or for putting yourself to sleep. This is wailing, flailing, let-your-hair-down, 
live-it-up, let’s-just-be-us music. 


SIDE TWO 


BABY DON’T YOU CRY 

(Buddy Johnson) Leeds Music Corp. (Ascap) 3:12. 

MINGLIN' 

(Buddy Johnson) Sophisticate Music Co. (BMI) 3:04. 

PLEASE MR. JOHNSON 

(Buddy Johnson) Leeds Music Corp. (Ascap) 2:20. 

I WONDER WHERE OUR LOVE HAS GONE 

(Buddy Johnson) Consolidated Music Publ., Inc. 
(Ascap) 2:47. 

I CRY (Buddy Johnson) 

Sophisticate Music Co. (BMI) 2:31 . 
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ILLINOIS 
JACQUET ON 
PRESTIGE! 
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Illinois Jacquet became a household name in 
1941 when Lionel Hampton's ‘ Flying Home" was 
a hit largely because of the 19-year-old tenor 
man's frenetic, acrobatic, unforgettable solo. 

Later, with Cab Calloway, Count Basie, Jazz At 
The Philharmonic, and his own bands, Jacquet 
capitalized on his unique ability to excite audi- 
ences. But whether at frantic tempos or in soulful 
ballads, Jacquet's masterly sense of structure and 
dynamics have always been at the heart of his 
playing. In this 1968 session, all aspects of his 
musicianship are on display. ’Bottoms Up" con- 
tinues the "Flying Home" tradition. The haunting 
“You Left Me All Alone" is a classic example of 
Jacquet's incomparable way with the ballad. 




RRY HARRIS/ BEN TUCKER /ALAN DAWSON 










ILLINOIS JACQUET, tenor sax 


BARRY HARRIS, piano 
BEN TUCKER, bass 
ALAN DAWSON, drums 

Side A 

1. BOTTOMS UP 3:13 

2. PORT OF RICO 4:05 

3. YOU LEFT ME ALL ALONE 3:45 

4. SASSY 5:37 

Side B 

1. JIVIN’ WITH JACK THE BELLBOY 5:34 

2. GHOST OF A CHANCE 6:06 

3. OUR DELIGHT 5:26 


In the wash, Illinois Jacquet will stand, with Coleman 
Hawkins, Lester Young and very few others, as a giant 
of the tenor saxophone. He should be there already but 
somewhere along the line somebody screwed up. 

Although Jacquet was born on October 31, 1922 near 
New Orleans one might say that he was musically born 
late in 1941 when Lionel Hampton recorded his Decca 
version of Flying Home. The solo stands today as one of 
the classics of tenor saxophone improvisation. Despite 
what others have done with (and to) Flying Home, there 
remains the original. 

Stints with Cab Calloway and Count Basie followed 
the Hampton association. The Calloway period, because 
of the AFM recording ban, is largely undocumented but 
the spell with Basie produced Mutton Leg, The King and 
High Tide. Shortly after leaving Basie to form his own 
band, Jacquet stated in an issue of Metronome that his 
favorite tenor players were Chu Berry and Herschel 
Evans. The Evans influence has always been noticeable 
especially in the big moaning sound. When Jacquet made 
a guest appearance with Basie at the 1957 Newport 
Jazz Festival, his One O'clock Jump solo opened with 
the very solo Evans took on the Basie original. The event 
was largely unnoticed by the critics who have, through 
the years, generally ignored Jacquet. The Berry influence 
is not as prominent today but the tautness of Jacquet's 
solos with Basie, for example try Mutton Leg, showed 
it to some extent. As his rhythmic conception grew more 
relaxed, Jacquet, in some instances, has shown a simi- 
larity to the phrasing of Lester Young. 

As far as influence goes, one might say that Jacquet 
is the great unnamed influence. Is there really a tenor- 
man anywhere, on an R&B gig, who doesn’t in the course 
of an evening play something that Illinois did first? Think 
of the cats you have heard through the years and try and 
figure how many of these guys owe their souls to Illinois 
Jacquet. 

Lennie Tristano once remarked about Charlie Parker 
that if copyright laws could be applied to jazz then Bird 
would be able to sue an entire generation for plagiarism. 
Conversely, if Jacquet could collect royalties on his 
ideas, he would be many times a millionaire today. 

Jacquet left Basie one night in Detroit because he 
discovered that the people were more interested in hear- 
ing him than the band. The band he formed was one 
that had great popularity during the post-war years. 


This was a small band, usually seven pieces, but it was 
not solely a showcase for the leader. Joe Newman and 
Fats Navarro played trumpet; Henry Coker and J. J. 
Johnson were the trombonists; Leo Parker, a vastly 
underrated player, was on baritone; John Brown, Ray 
Perry or Jimmy Powell played alto; Sir Charles Thomp- 
son was the pianist and Al Lucas on bass and Shadow 
Wilson— later Jo Jones— was on drums. There was space 
for everyone to play and records of the band show this. 

Of course, Jacquet was also identified with Jazz At 
The Philharmonic and rightly so. His frantic wailing on 
the original How High The Moon and Lady Be Good 
records were something and his solo on the Blues from 
a 1944 concert is still being played today. The associa- 
tion was to last, on and off, for nearly fifteen years. 
Yet Jacquet has never been strictly a one-way wailer. 
How many of you older heads spent time romancing your 
chick of the time while listening to Robbins Nest or 
Black Velvet? 

Since leaving the Jazz At The Philharmonic organiza- 
tion Jacquet has spent a lot of time freelancing with 
pickup rhythm sections. During the early sixties he was 
often seen around Boston where he continues to be a 
popular attraction. My personal introduction to Jac- 
quet's playing was at a now defunct club on Cape Cod 
where he was appearing with Jimmy Tyler’s trio. Natu- 
rally the evening ended with a frantic Flying Home with 
Jacquet and Tyler with tenors parading through the 
audience. The finale had Jacquet leaping on the larger 
Tyler's back for a trip to the bar, still blowing. 

Later groups had Sir Charles Thompson on organ and 
were musically more interesting. Then the intermission 
talk was largely about golf which is a passion with 
both men. 

Sometime in late 1965, Lennie Sogoloff, the erstwhile 
owner of Lennie's on The Turnpike, put together a trio 
of Jacquet, Milt Buckner on organ and Alan Dawson 
on drums. The group played the club several times 
and was recorded live on Cadet. The group has proved 
to be compatible and works frequently in the area. 
Dawson, because of his responsibilities at the Berklee 
School of Music, doesn't make gigs outside of Boston 
but frequently the great Jo Jones is on hand. Buckner 
is of course a veteran of the Lionel Hampton band as 
is Dawson. When Milt is featured on a number with the 
trio Jacquet occasionally introduces him as “the man 
who made Lionel Hampton rich — after I made him 
wealthy". Remember Hamp's Boogie Woogie? 

Buckner contributed the one new tune to this date, 
Sassy. It is an interesting, sinewy line and very con- 
temporary in construction. There is some good double- 
timing by Illinois— who says he isn't modern?— and a 
characteristically flowing Barry Harris solo. 

Bottoms Up, the opener, is, I suppose, Flying Home 
backwards. It was recorded by Illinois in the summer 
of 1945 for the Apollo label and has stood the test of 
time. Even when playing the formal Flying Home line, 
Illinois uses Bottoms Up for the out. An infectious riff 
to say the least! 

Port Of Rico is from July 1952 and originally fea- 
tured Count Basie on organ. It is one of Illinois' most 
requested items and was a big seller. Here Illinois gets 


deep into a Ben Webster bag and one can see him up 
on his toes while playing. For the uninitiated, when 
Jacquet gets into a tune he invariably starts a little 
dance on his tiptoes. 

Illinois first recorded Ghost Of A Chance at the same 
session that produced Bottoms Up. This is one of the 
lasting ballads. Despite the times and the music pro- 
duced this is one piece which will always sound good. 
Chu Berry made what is perhaps the definitive version 
while he was with Cab Calloway but despite that state- 
ment, it is difficult to imagine anyone playing today 
who could produce the passion, the feeling, if you will, 
the soul that Illinois invests in this great standard. 

Jivin' With Jack The Bellboy was done in March 1947 
for the now defunct Alladin label. The original record- 
ing was done by a fifteen piece band and contained a 
gorgeous trumpet solo by Fats Navarro. While Illinois 
was featured on 52nd St., this tune was used to fea- 
ture the entire band as a set closer. Illinois would leave 
the stand giving everyone a chance to stretch out solo 
wise and then go into Bottoms Up after his return. Dig 
Barry Harris on the intro— a beautiful solo by one of the 
masters of modern jazz piano. 

Our Delight is the famous Tadd Dameron line. This 
is the first time Illinois had recorded it but it sounds 
as though it had been in his book for many years. There 
is a fine flowing Harris solo, some inspired bass solo- 
ing by Ben Tucker and an inventive interlude from Alan 
Dawson. 

I have purposely left a discussion of You Left Me All 
Alone for the last. Some years ago, while still in high 
school, I heard an interview on the radio with Jacquet 
and Boston DJ Speed Anderson (remember EZ Speed?) 
where they talked about this tune. This is a Jacquet 
tune and the original was arranged by Tadd Darreron 
and was cut at the same date as Jivin' With Jack The 
Bellboy. At the time of the interview, Jacquet stated 
that the tune was MY composition, in the sense that 
were he never remembered for anything else he wanted 
the world to know that he wrote this tune. As mentioned 
in the first paragraph, I feel that Illinois Jacquet will 
be remembered for many things but You Left Me All 
Alone will certainly be one of them. 

The melody is haunting— in the great tradition of the 
“blue ballad". The original recording had a horrible 
sound but this version, even more intense than the 
first, has rich beautiful sound thanks to Richard Alder- 
son. You Left Me All Alone is one of the great ballad 
performances of all time. 

Thus we come to the close of Illinois Jacquet's first 
recording on Prestige. It is easily the best LP he has 
ever made. Probably the first he has made with no booth 
pressure on him. For the most part familiar melodies 
and with the toughest rhythm section in jazz in support. 
After the session was over Jacquet said to producer 
Don Schlitten, "Man ... you make me feel young again." 
At this point, Illinois Jacquet is approaching age 46, an 
age which is not old by any means. But a young Illinois 
Jacquet— ah, that is something else again! 

Notes: Bob Porter (June 1968) 
Recorded in New York; Recording: Richard Alderson 
March 26, 1968. Produced by DON SCHLITTEN 
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CANNONBALL ADDERLEY [riverside) 

QUINTET IN SAN FRANCISCO 

recorded at The Jazz Workshop 


JULIAN “CANNONBALL” ADDERLEY, alto sax ; 
NAT ADDERLEY, cornet; BOBBY TIMMONS, 
piano; SAM JONES, bass; LOUIS HAYES, drums. 


SIDE 1 

1. A few words by Cannonball . . . and 

This Here (12:26) (Bobbu Timmons) (BMI) 

2. Spontaneous Combustin' 11 1 U) 

,u/i Adderley) (BMI) 

SIDE 2 

1. Hi-Fly (11:07) - «) (ASCAP) 

2. You Got It! (5:07) (Julian Adderley) (BMI) 

3. Bohemia After Dark (8:28) 

(Oscar Pettiford) (BMI) 

— 

Notes by Ralph J. Gleason 

When the CANNONBALL ADDERLEY QUIN- 
TET finished Hi-Fly — its closing number after a 
four week engagement at The Jazz Workshop in 
San Francisco in October of 1959 — the audience 
stood and cheered and whistled and clapped for 
fifteen minutes. 

In a dozen years of covering jazz events in San 
Francisco I have never seen anything like this 
happen. Believe me, it was impressive. The audi- 
ence absolutely loved that band and the feeling of 
love spread throughout the club night after night, 
set after set. 

It may strike you that the word “love” is a little 
over-sentimental in such a context. But it was true. 
There is in the current Cannonball Adderley group 
a great, sweeping feeling of warmth that is the 
characteristic of jazz which, all attempts to intel- 
lectualize it to the contrary notwithstanding, marks 
it as a reflection of the best of American culture. 

When Dmitri Shostakovich, the Russian com- 
poser, went to hear his first authentic American 
jazz, he went to the Jazz Workshop and sat for an 
hour attentively listening to Cannonball’s group. 
He made no comment whatsoever, which is in itself 
a comment of sorts. But he dug. He smiled ap- 
preciatively several times, applauded vigorously on 
occasion, and leaned forward intently to watch a 
Louis Hayes drum solo. 

The Russians were the only people in four weeks 
who did not move a muscle in time to the band. 
The rhythm of this group is contagious and its 


overall effect might well cause the lame to walk 
and the halt to throw away their crutches. At times 
the atmosphere of the Jazz Workshop resembled a 
church as much as a jazz club. The band quite 
obviously was having a ball (“I have never worked 
a job I enjoyed more” was the unanimous verdict 
of Julian and Nat) and there was no reluctance on 
their part to show it. When Bobby Timmons’ ex- 
citing This Here (“it’s part shout and part moan”) 
would get moving, with Bobby in the midst of one 
of his full-fingered, rocking solos where he seems 
almost to be playing a duet with himself, the whole 
place would be rocking and stomping with the band. 

The Jazz Workshop is a small club on Broadway 
in the North Beach district of San Francisco. That 
street is today’s 52nd Street with jazz clubs and 
action going on all night long, people carrying on 
in the streets and flowing off the sidewalks into the 
traffic lane on the weekends. Cannonball did ca- 
pacity business all through his four weeks. On the 
weekends you couldn’t get into the club until some- 
one else got out (shades of the old Famous Door 
and the Onyx). People gathered outside the club 
to hear the band on the street (you could hear this 
band on the street, believe me) in clusters that 
blocked traffic. 

The band was together only briefly before open- 
ing in San Francisco, but by the time the album 
was cut they were sounding like a series of identical 
twins (or should I say a set of quintuplets?). For 
me, hearing this group was delightful : one after 
another its members dominated my listening on a 
number. And then the impact of the full band 
would hit. I can honestly say that it has been a 
long time since I have so thoroughly enjoyed a 
group. I only hope that some portion of this comes 
through to you in hearing the album so that you 
may share this enjoyment. 

I would like to draw attention especially to two 
tracks, Randy Weston’s smashing Hi-Fly and Bobby 
Timmons’ This Here-, to Nat Adderley’s jubilant, 
puckish playing throughout; to Julian’s incredibly 
rhythmic soloing (a chart of his accents would read 
like a drum part) , to Sam Jones and to Louis Hayes. 

And then I would like to add Jon Hendricks’ 
classic one word jazz poem: 

“Listen !” 


Ralph J. Gleason is one of the country’s most out- 
standing jazz critics, a widely syndicated columnist 
whose “Rhythm Section” appears in the San Fran- 
cisco Chronicle, New York J ournal- American, 
Washington News and other papers coast-to-coast. 


This is an album that has truly become a classic 
in its own time — one of the most exciting and one 
of the best-selling of all jazz records. 

When it was recorded, The Cannonball Adderley 
Quintet was newly organized, and making its disc 
debut. A previous band led by Adderley had been 
unsuccessful, and he had then spent a year and a 
half as a featured sideman with Miles Davis before 
again attempting to step out as a leader. Riverside 
had promised Cannon that his new group would be 
recorded “as soon as possible” — which turned out 
to be during the quintet’s first engagement of any 
length. San Francisco being a city without the re- 
quired recording-studio facilities, the microphones 
and tape recorders were set up in the not-too-large 
confines of the club where the group was working, 
making the enthusiastic audience a vital part of 
the proceedings. 

Keeping the promise to Cannonball turned mist 
to be a wonderful example of hi mine of braid 
cast upon the wateis: the lesulting album ivas an 
instantaneous hit, gave the band a u g : beost i<. 
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Nippon Soul (477 ; Stereo 9477) 

Jazz Workshop Revisited (444; Stereo 9444) 
Cannonball Adderley Sextet in New YorK (404; 
Stereo 9404) 

Cannonball Adderlev Quintet — Plus (388 ; Stereo 

9388) 

Cannonball Adderlev Quintet at The Lighthouse 
(344; Stereo 9344) 

Them Dirty Blues (322; Stereo 1170) 

Cannonball is also featured on such LPs as — 
Cannonball’s Greatest Hits (416; Stereo 9416) 
Know What I Mean?— with Bill Evans (433; Stereo 
9433) 

Cannonball and the Pollwinners — with Wes Mont- 
gomery, Ray Brown (355 ; Stereo 9355) 

African Waltz (377 ; Stereo 9377) 

Cannonball Takes Charge (303; Stereo 1148) 
Cannonball Goes Latin (455; Stereo 9455) 

PRODUCED BY ORRIN KEEPNEWS. RECORDING 
ENGINEER: REICE HAMEL. COVER DESIGNED BY 
PAUL BACON. 


RIVERSIDE (MONO) 


This high fidelity 33ft rpm monaural recording will provide sound reproduction 
of the highest quality on either standard long-play or stereophonic playback sys- 
tems This recorded material Is also available as a stereophonic album — 

Produced By Riverside Records, Inc., 235 West 46th Street, New York 36, N.Y. 
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VOICE IN JAZZ 


SKY LARK 

AMONG MY SOUVENIRS 
IF YOU WERE MINE 

SO MANY BEAUTIFUL MEN (SO LITTLE TIME) 

WITH THE WIND AND THE RAIN IN YOUR HAIR 

WITH EVERY BREATH I TAKE 

LET'S GO AROUND TOGETHER 

SOFTLY 

PORGY 

SEE SAW 

OUT OF THIS WORLD. 


EmArcy . . a product of mercur 1 



EmArcy MG 36020 • KITTY WHITE 


KITTY WHITE 




SKY LARK 

AMONG MY SOUVENIRS 

IF YOU WERE MINE 

SO MANY BEAUTIFUL MEN 
(SO LITTLE TIME) 

WITH THE WIND AND THE RAIN 
IN YOUR HAIR 

WITH EVERY BREATH I TAKE 

LET'S GO AROUND TOGETHER 

SOFTLY 

PORGY 

SEE SAW 

OUT OF THIS WORLD 


Kitty White recently made her first trip to New York. Normally there would be nothing 
astonishing about this, since there are many Californians who have never visited the East; 
but in Kitty’s case it was a little surprising in view' of the fact that for years she has been a 
night club favorite amoung audiences in Los Angeles, frequently singing sophisticated 
songs with well-traveled lyrics. 

Aside from occasional side trips to such places as the Black Hawk in San Francisco and 
the Thunderbird in Las Vegas, Kitty has stayed pretty much on home base, so it will 
possibly be this, her first LP release on the EmArcy label, that will earn her the coast-to- 
coast attention she has so long deserved. 

Kitty Jean White is part of a well known musical family. Her mother, known profes- 
sionally as A. C. Bilbrew, organized what is believed to have been the first all Negro chorus 
heard in a movie (it was Hearts in Dixie , for Twentieth Century Fox). Her father sang in 
a quartet, and her uncle, Bass Harris, is a well known vaudevillian and disc jockey. 

Kitty was one of twin sisters born to the Bilbrews on July 7, 1924. Both girls grew up to 
be singers: Maudie Jeanette, Kitty’s twin, is not now active, but worked at one time in stage 
shows around Los Angeles and once understudied Ivie Anderson in Duke Ellington’s revue. 
Jump for Joy . 'Our voices were very different in those days,” Kitty recalls, "Maudie’s 
was as low and heavy as mine was light — it was quite an unusual contrast”. 

The story of Kitty’s career is relatively uneventful. Earning a steady and loyal follow- 
ing as a pianist and singer in such local night clubs as the Hob Nob, where she had a 
three-year run, the Haig, and The Captain’s Table, she has also been heard (and occasionally 
seen) in numerous pictures. Among her movie assignments were Road To Paradise, The 
Pirate, Kiss Me Deadly, a bit part in Hit the Deck, and more recently The Magnificent 
Matadors, in which she sang the sound track for the main title. 

The years rooted in Los Angeles have not been unproductive. Her husband, Eddie 
White, is a song writer who collaborated with her on one of the numbers in this collection. 
So Many Beautiful Men. Together they have raised four talented children, the oldest of 

Available on 45 RPM record • E P-1-6148 


whom is a daughter, now thirteen years old. Both the girls play piano: the boys play guitar 
and trumpet respectively. 

When Kitty reached New York after an engagement in Chicago some months ago, her 
first interest, naturally, was to seek out the small, intimate clubs similar to those she had 
played in Los Angeles. It seems logical that before long such spots as the Blue Angel, the 
Bon Soir and the Ruban Bleu will be seeking out the services of her elegant, delicately 
phrased vocal style. 

For her first EmArcy session, Kitty concentrated on singing, while Gerald Wiggins, 
former Lena Horne accompanist, took over the keyboard. Also in the accompanying group 
are a well known tenor sax man whom you should have no difficulty in recognizing: an 
equally celebrated guitarist, formerly with Oscar Peterson: Chico Hamilton on drums and 
Red Callender on bass. 

It is hard to pick out a favorite among the performances here. The guitarist helps 
Kitty to establish a beautiful mood on the great Hoagy Carmichael-Johnny Mercer standard 
Skylark ; the tenor wails in the minor key So Many Beautiful Men; Kitty is at her most 
effective on the very slow tempo established in If ith The If ind And The Rain In 1 our Hair, 
an attractive fifteen-year-old popular song. 

Among the features on the second side are Let's Go Around Together, w ritten by former 
Felicia Sander’s accompanist Bob Ecton, and See Sate, which has some cute wordless efiects 
by Kftty. This clever little tune was composed by Jessie Mae (1 ff ent To 1 our If edding ) 
Robinson. For the benefit of those who become confused by the existence ol three songs 
called Porgy, may we point out that the one Kitty sings here (Porgy, I'm ) our If oman You) 
is a switch on Bess You Is My W oman Now, and originated, of course, in Porgy And Bess. 

Kitty White’s is a remarkable voice that owes allegiance to no particular stylist. This 
LP, recorded in Los Angeles, should be an effective means of starting another chapter in 
her career. 


'I Ills EMARCY LONG PLAYING recording was made possible through the /tse of the FINE-FAIRCIHLD 
MARGIN CONTROL process- a technique whereby it lias become possible for Emarcy to produce for the 
record-buying public a disc of truly superior quality, especially with respect to brilliance, clarity, dynamic 
range and reliable stylus tracking. This record can be played on any 33-1/3 r.p.m. turntable equipped 
with microgroove pick-up, as long as pick-up playing stylus is not WORN or DAMAGED. 


EmArcy ... a product of mercury record corporation, Chicago, Illinois 
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Sometimes I Feel Like 
A Motherless Child 

I'm Glad There Is You 

Tenderly 

Nature Boy 

The Lord's Prayer 

It's Magic 

It's You Or No One 
Everything I Have Is Yours 
I'm Through With Love 
Don't Worry About Me 
Trouble Is A Man 
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Sometimes I Feel Like 
A Motherless Child 

I'm Glad There Is You 

Tenderly 

Nature Boy 

The Lord's Prayer 

It's Magic 

It's You Or No One 
Everything I Have Is Yours 
I'm Through With Love 
Don't Worry About Me 
Trouble Is A Man 


Sarah Vaughan, now in her thirty-fourth year, is currently celebrating her 
fifteenth year as a singer, during which time she has risen from an unknown 
to the very top of the popular musical world and is today acclaimed as the 
foremost jazz singer of her type. 

Born in Newark, daughter of a carpenter and a laundress, the child first 
sang at the Mount Zion Baptist Church in her home city. In her formative 
years she studied piano and organ, developing into a first rate musician. 
Her initial professional engagement came about in April, 1943, after she 
had won an amateur contest at the Apollo Theatre in New York. She was 
heard by Billy Eckstine, then Earl Hines’ vocalist, who recommended her 
to Hines and her debut featured her as a vocalist and second pianist to Hines. 
A year later she left Hines to go with Eckstine who had formed his own 
hand, and on December 31, 1944 made her first recordings, organized by 
Leonard Feather. 

Sarah stayed with Eckstine through 1945, and other than a matter of some 
weeks as soloist with John Kirby at the Copacabana in the winter of 1945-46. 
she has since been on her own as a singer. She signed a Musicraft recording 
contract and was pushed by Dizzie Gillespie and Charlie Parker who 
trumpeted her praises as a new development in the jazz field. Sarah’s climb 
was not spectacular but slow and steady, working from better club to better 
club and winning ever increasing public acceptance. At Cafe Society she 
met George Treadwell, trumpeter with the J. C. Heard sextet, and married 
him in 1947. Treadwell since has devoted all his time to building her career. 

By 1951 she had successfully toured England and France and won an inter- 
national reputation as well as become a major attraction in the American 
concert world. Leonard Feather, a writer on jazz of the day has described 
her voice as being “completely different than that of Billie Holiday, Ella 
Fitzgerald or any other great jazz stylists before her . . . she brought to jazz 
an unprecedented combination of attractive characteristics: a rich, beauti- 
fully controlled tone and vibrato; an ear for the chord structure of songs, 
enabling her to change or inflect the melody as an instrumentalist might; 
a coy, sometimes archly naive quality alternating with a sense of great 
sophistication. The emotional impact she can convey is memorably demon- 
strated in legitimate, non-jazz performances of The Lord’s Prayer and 
Sometimes I Feel Like a Motherless Child. Her jazz qualities are heard to 
best advantage when she is accompanied by a small instrumental combo." 
Among the awards she has won are the Esquire New Star Award, 1947 and 
the Downbeat Poll and the Metronome Poll from 1947 to date on each. 
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poetry out loud — number ten 


a record of oral poetry 
produced by Peter Harleman 
and Klyd Watkins 


SIDE ONE 

LET'S GO HEAR THE HOLY ROLLERS SING 

BAD MAN 

WILDERNESS 

I CAN SING FALSETTO 

MAYBE 




SIDE TWO 

YOUR LOVE IS A WEAPON 

(After a theme from Howling Wolf) 
LET'S LET THE WORLD GO DOWN 
GOING BELOW 



All Selections Out Loud Productions (ASCAP) 
All selections are composed and performed 
by The Harlemans and Klyd Watkins. 

Cover, Patricia Harlemon 
Art direction, Chuck Wallis 
Published by Out Loud Productions 
39 Ridgetop Drive 
St. Louis, Missouri 631 17 
Subscription, $9 for three records 
$4 for single records 
© Out Loud Productions, 1977 
All Rights Reserved 






The authentic jazz classic, remastered from the original live tapes on state-of-the-art equipment 

to achieve the best possible sound. 


AHMAD JAMAL 


Having worked at the Pershing Lounge at various times 
for the past six years, the idea developed (during a 
conversation with Leonard Chess [of Chess Records] Sid McCoy, 
eminent radio personality, and myself] to record our next 
album there at the Pershing Lounge. This present group of 
selections is the result. The tapes were made on January 16, 
1958, and each set of that night was recorded. I have chosen 
8 tracks out of 43 cut, and sincerely hope that our listeners will 
derive some degree of enjoyment from them. 

Two of the tunes are former recordings of ours we did 
some years ago, Surrey With The Fringe On Top and But Not 
For Me. Both tunes are a permanent part of our repertoire and 
are frequently requested by our audiences. I make mention 
here of the fact that of all the tunes in our repertoire, But Not 
For Me is asked for more than any other musical selection. I am 
happy to say that for all who enjoyed our former recording, but 
could not obtain it, here it is in our present album. 

Working with me are Iwo of the finest musicians I have 
ever known, musically or otherwise, Israel Crosby, our bassist 
and Vernell Fournier, our drummer. I have had many 
treasurable moments working with both of these well-known 
musicians, and am looking forward to all of our future 
performances together. 


Ahmad Jamal 


SIDE ONE 

But Not For Me 3 : 15 

George & Ira Gershwin: New World (ASCAP) 

Surrey With The Fringe On Top 2:23 

Rodgers & Hammerstein; Williamson Music (ASCAP) 

Moonlight In Vermont 2:55 

Suessdorf & Blackburn: Goldsen Music (ASCAP) 

Music, Music, Music 2:43 

Weiss & Baum: Cromwell Music (ASCAP) 

No Greater Love 3:08 

Jones & Symes: World Music (ASCAP) 

SIDE TWO 

Poinciana 7:35 

Simon & Bernier: E. B. Marks (ASCAP) 

Woody’nYou 3:18 

Gillespie: Carling Music (ASCAP) 

What's New 3:43 

Haggart & Burke: M. Witmark 8t Sons (ASCAP) 

Recorded January 16, 1958 during actual 


performance at the Pershing Lounge. Chicago. 


Originally produced by Phil Chess 

Personnel: Ahmad Jamal— piano, Israel 
Crosby— bass. Vernell Fournier— drums. 

Produced for reissue by 
Marshall Chess and Tomle Swan 

Reissue engineer: Eric Thorngren 
Mastering: Jack Skinner/Sterling Sound 
Cover photo: Don Bronsteln 
Album design: Mike Metz 

This album previously released as Argo LP 628 


CHESS RECORDS, A Division of Sugar Hill Records, Ltd. Manufactured by Sugar Hill Records. Lid. ,96 West Street. Englewood. New Jersey. 07631 
All Rights Reserved, Unauthorized dupllcdtlon Is a violation ot applicable laws. Jacket made In Canada. 

© 1983 Sugar Hill Records, Ltd. 
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the exclusive sound extra 




CHARLES DAVIS, BARITONE SAX 
STEVE KUHN, PIANO 
JIMMY GARRISON, BASS (Side A) 
BUTCH WARREN, BASS (Side B) 
BUDDY ENLOW, DRUMS 


A WALTZ 

MONK’S MOOD 

IN YOUR OWN SWEET WAY 

HORN SALUTE 
TONICA 

THIS LOVE OF MINE 


CLIFTON 

CONSOLIDATED 

DERRY 

BRENT 

DREXALL 

EMBASSY 


BMI 5:27 
ASCAP 8:01 
ASCAP 7:54 

BMI 8:24 
BMI 2:54 
BMI 6:48 


Artist & Repertoire 
Original Recording Engineer 
Re-recording Engineer 
Mastering 
Liner Notes 
Album Coordination 
Album Design 
Recorded 


Bob Shad 
Earle Brown 
Victor Brainard 
Saul Kessler 
Mark Reilly 
Arpena Spargo 
Murray Stein 
February 11, 12, 1960 



SERIES 2000 by Time Records, Inc. is produced by the foremost 
artists and technicians in the world of music and sound. The last 
decade has become an era of intense specialization, no matter 
what the field. Time Records recognizes this and has applied 
this in force to its SERIES 2000. 

The creed of SERIES 2000 is craftsmanship. This product origi- 
nates through multi-channel recording. No monaural record- 
ings are made at initial sessions. It is our feeling that simulta- 
neous stereophonic and monaural recording Produces a com- 
promise. However, when concentrating on recording only three 
track stereo, one achieves the best possible results. The end 
product is mixed down from the original multi-channel record- 
ing. This enables SERIES 2000 to reach the maximum peak of 
recording efficiency. 

SERIES 2000 aims to prove that people interested in increasing 
their intellectual and instinctive knowledge towards music and 
sound respond readily when confronted with new dimensions 

...SERIES 2000. 


TECHNICAL INFORMATION: 

This record represents the finest quality of multi-channel re- 
cording that can be achieved through the finest equipment 
available today. 

All of our material is recorded on Ampex tape machines using 
a multiple microphone technique, so that a microphone whose 
qualities best suit the instrument being recorded can be used 
to give the optimum in sound reproduction. Microphones used 
are: Telefunken U-47, U-48, KM-54, KM-56; Western Electric 
639A, RCA-44-BX; Beyer M-160 and Sony C37A. 

The master tapes are recorded to a master disc on a Sculley 
Lathe using custom built Amplifiers driving a Westrex 3C 
Stereophonic cutting head. The Sculley Lathe is equipped with 
a fully automatic variable pitch and electronic depth control 
system, so that groove spacing and depth are always main- 
tained in an ideal relationship to the modulation on the record, 
assuring best tracking results. 

Check that your pickup is balanced and adjusted to the weight 
specified by the manufacturer. 

Not even a diamond stylus is immune to wear. Many dealers 
who handle high quality styli are equipped to shadowgraph 
your stylus and determine its condition. Take advantage of 
this service and protect your valuable record collection. 

This record should be played using RIAA reproducing equali- 
zation. 
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Swingin’ Easy Sarah Vaughan 


6372 488 

An original MONO recording 


Side 1: 

1. Shulie a bop (S. Vaughan/Treadwell) (b) 

2. Lover man (Davis/Ramirez/Sherman) (b) 

3. I cried for you (Lyman/Freed/Arnheim) (a) 

4. Polka dots and moonbeams 

(Burke/Van Heusen) (b) 

5. All of me (G. Marks/S. Simons) (a) 

6. Words can’t describe (Tennyson) (a) 

Publishers: 

1: Hollenden Music Co.: 2: Pickwick Music: 3: Miller Music Corp.: 

4: ABC Music: 5: Bourne Inc.: 6: Sassy Music 

Side 2: 

1. Prelude to a kiss 

(D. Ellington/Gordon/Mills) (b) 

2. You hit the spot (Gordon/Revel) (b) 

3. Pennies from heaven (A. Johnson) (a) 

4. If I knew then (what I know now) 
(Jurgens/Howard) (b) 

5. Body and soul 

(Hayman/Sour/Eyton/Green) (b) 

6. They can’t take that away from me 

(I. & G. Gershwin) (b) 

Publishers: 

1 : American Academy of Music Inc.; 2: Famous Music Corp.: 3: Jay 
Music: 4, Williamson Music; 5: Harms Inc.; 6: Gershwin Music 

® 1957 PHONOGRAM B.V 

PERSONNEL: 

(a) Jimmy Jones, piano 
Richard Davis, bass 
Roya Haynes, drums 

(b) John Malachi, piano 
Joe Benjamin, bass 
Roy Haynes, drums 

One of the most remarkable things about Sarah 
Vaughan through all the many years of her long 
careeris the sheer consistency of her performance 
and the persisting quality of her voice, whatever her 
personal circumstances, whatever her repertoire, 
whatever her backing. That has been true of her ever 
since she first came to prominence in bands of Earl 
“Fatha” Hines and Billy Eckstine in the 1940’s, right 
up to her appearances in the 'sixties and 'seventies at 
Presidential palaces, before the highest echelons of 
society, at Carnegie Hall, and with symphony 
orchestras — appearances which publicly 
acknowledged what everybody had long known: that 
she is one of the select handful who can be named 
the greatest jazz singers of all time. 

What has made Sarah unique even within that group 
is her superb technique — the unbelievable breath 
control, even in later life, the subtle phrasing, the 
infinite gradations of shading in her intonation, her 
acute sense of pitch, her astonishing vocal range, 
and her matchless ease of delivery in whatever 
register she sings. 
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All these were perhaps heard to best advantage when 
at the height of her career she appeared with small 
backing formations of her own choosing. Her teams 
were picked with care for Sarah is a perfectionist in 
every respect, and the results were exceptional. 

Some of them can be heard on this collection, which 
first appeared in 1957. 

On four of the tracks (viz. “I cried for you,” “All of me,” 
“Words can’t describe," and “Pennies from heaven") 
Sarah is accompanied by Jimmy Jones (piano), 
Richard Davis (bass), and Roy Haynes (drums). Jones, 
from Chicago, first attracted attention in the Stuff 
Smith Trio and later with J. C. Heard’s band. He 
joined Sarah in 1947 and toured with her for several 
years before ill health forced him to retire for a time 
and turn eventually to composing, arranging, and 
conducting. He was to meet up again with Sarah 
under happy circumstances in 1973 when he was 
arranging for the spectacular “Duke Ellington. . . We 
love you madly,” 

Richard Davis, also from Chicago is a classically 
trained musician who had played with a number of 
symphony orchestras before he joined Sarah from the 
Dond Shirley Duo. He, too, is a gifted composer and 
he switches from jazz to classical with complete ease. 
In the 'sixties and ’seventies he was to work with 
such diverse people as Benny Goodman, Eric Doiphy, 
Igor Stravinsky, and Leonard Bernstein and the New 
York Philharmonic. 

Roy Haynes worked with Miles Davis and Charlie 
Parker before joining Sarah in 1953. He was also 
associated then with Stan Getz and later was to team 
up with Gary Burton before forming his own Hip 
Ensemble in 1970. 

On the other tracks Sarah’s trio is made up of pianist 
John Malachi, the late Joe Benjamin on bass, and 
drummer Haynes. Malachi, who had played in the 
mid-1940’s in the Billy Eckstine band in which Sarah 
was the girl vocalist, was Sarah's trio pianist from 
1952 to 1954. Accompaniment is his speciality and he 
has regularly backed some of the very best singers. 

Joe Benjamin, who toured with Sarah from May 1953 
to June 1955, was a veteran big-band bassist who in 
later years worked closely with Duke Ellington as a 
copyist and sideman until his death after a car 
accident in 1974. Just before joining Sarah he had 
been playing in the Gerry Mulligan Quartet. 

“Shulie a bop,” which starts the proceedings, is a 
minor-key affair that enables Sarah to introduce 
Malchi, Benjamin, and Haynes individually. They 
have 16 bars apiece and Sarah bops her way 
confidently through the wordless melody in a style 
that reflects her long association with Gillespie, 
Parker, and other pioneers of the jazz revolution of 
the 1940’s. Malachi, too, was one of the first fully 
fledged bop pianists, though he has unjustly received 
less critical attention than others. 


“Lover man,” made famous by Billie Holiday in 1944 
and first recorded by Sarah with the Gillespie-Parker 
group in 1945, is tenderly treated here with that 
wonderful feeling for subtle melodic variation that is 
so much a part of Sarah’s artistry. In “I cried for you," 
written by Gus Arnheim, Abe Lyman, and 
Arthur Freed in 1923, she takes two swinging, 
ecstatic choruses before returning to respectful 
ballad style for “Polka dots and moonbeams,” one 
of Sinatra’s early successes. 

“All of me" has three choruses, in the second of 
which Sarah bops in an extraordinary manner, 
covering more than two octaves and demonstrating 
that her remarkable range enables her, perhaps more 
than any other singer, to use her voice as an 
instrument. “Words can’t describe,” which closes the 
first side, is a tune discovered by Sarah herself. 
Jimmy Jones has a short but very pretty interlude on 
this one. 

“Prelude to a kiss" is a graceful revival of a Duke 
Ellington hit of 1938. “You hit the spot,” first 
published in 1935, was one of the products of a well- 
known song-writing team of the 1930’s. 

Sarah takes full advantage of the verse on this one 
before going into tempo for a swinging chorus. Note 
the drum and bass gimmicks at the close. “Pennies 
from heaven,” from the 1936 movie of the same name, 
is taken slower than one might expect. There is a 
rhythmic suspension each time Sarah reaches the 
title and in the second chorus she creates a brand 
new melody. “If I knew then” was a popular song of 
1939 written by bandleader Dick Jurgens and Eddy 
Howard, who was then his vocalist. Once again Sarah 
lets herself go on the second chorus with some 
freewheeling bop improvisation. “Body and soul” has 
a special place in Sarah Vaughan’s repertoire, for it 
was one of the numbers she featured at the Apollo 
Theatre in New York City on April 29, 1943, when she 
made her professional debut as singer and second 
pianist with the Earl Hines band. 

Finally the Gershwin standard “They can't take that 
away from me” gets a gently moving treatment with 
an introduction in which Sarah murmurs “Ah, take me 
home once more!” The second time around, when 
she comes to the line “The way you sing off-key,” 
she doesn’t miss the opportunity and her normally 
perfect pitch makes the humour more delightful. 

All in all this is Sarah at her best. But when has she 
ever been anything else? 
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MAVERICK. . .THE SOUNDTRACK 

Renegades, Rebels And Rogues - Tracy Lawrence • A Good Run Of Bad Luck - 
Clint Black • Maverick - Restless Heart • Ophelia - Vince Gill • Something Already 
Gone - Carlene Carter • Dream On Texas Ladies - John Michael Montgomery 


Executive Album Producers: Mark Hartley & Larry Fitzgerald 


Executives In Charge Ol Music Foi 
Warner Bros.. Gary LeMel & Doug Frank • Mastered by Denny Purcell at Georgetown Masters 
Originally edited by Carlos Grier & Don Cobb • Mastered using N.T.I. EQ HDA EQ 
® 1994 Atlantic Recording Corporation for the United States and WEA International Inc.- 
for the world outside of the United States. © 1994 Icon Distribution. Inc. and Warner Bros. 

Mfg. by Atlantic Recording Corp., 75 Rockefeller Plaza, N.Y., N.Y. A Time Warner Company 
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MAVERICK. . .THE SOUNDTRACK 

Ladies Love Outlaws * Confederate Railroad • Solitary Travelers - Hal Ketchiim • The Rainbow 
Down The Road * Patty Loveless/Radney Foster • You Don't Mess Around With Me - Waylon 
Jennings • Ride Gambler Ride - Randy Newman • Amazing Grace The Maverick Choir 


Executive Album Producers: Marie Hartley & Larry Fitzgerafd • Executives tn Charge Of Music For 
Warner Bros.: Gary LeMel & Doug Frank • Mastered by Denny Purcell at Georgetown Masters 
Originally edited by Carlos Grier & Don Cobb • Mastered using N.Til. EQ HDA EQ 
<e> 1994 Atlantic Recording Corporation for the United States and WE A International Inc. 
for the world outside of the United States. © 1 994 Icon Distribution, Inc. and Warner Bros. 

Mfg. by Atlantic Recording Gorp.. 75 Rockefeller Plaza, N.Y., N.Y. A Time Warner Company 




A Memory of Claude 


MRS~6£06 


SIDE 1 


1. SNOWFALL (Thornhill) 

LOVE TALES (Rose - Ryan) 

2. TRAUMERE1 (Schumann arrs Thornhill) 

3. SLEEPY SERENADE (Singer - Greene) 

4. WHERE OH WHERE HAS m UTILE BOG 

GONE? (PD) 

5. WHERE OR WHEN (Rodgers-Hart) 

6. SNOWFALL (Thornhill) 
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A Memory, e# Ctande 


MRS-6606 


1. SNOWFALL (Thornhill) 

SOUTH (Hayes -Moten) 

2. JOSEPHINE (Kahn - Bivens - King) 

ALLEY CAT (Bjorn) 

3. CANADIAN SUNSET (Gim&el - Heywood) 

4. NEVER ON SUNDAY (Hadjidakis - Towne) 
GREEN EYES (Menendez-litrera-Rivera 

■ Woods) 

BRAZIL (Barroso - Russel) 

5. ROYAL GARDEN BLUES i'C. & S Williams! 
SNOWFALL (Thornhiil) 



FAST SLIDE SUICIDE 

WAITING 


SUNDANCE* 

THRU THE NIGHT 
A GIRL AND HER DOG 


Produced by Steve Earle 
All songs written 
by Guilt 
except * written 
by Guilt & Steve Earle 


Univer 
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CAETANO 

VELOSO 

INTERVIEW AND MUSIC 
FROM ESTRANGEIRO 


A fully produced, 
30-minute interview special. 
Featuring Gaetano’s 
reflections on each song, 
followed by each full cut. 


PLUS edited comments 
about each song. 

Includes: 

Rai Das Cores 

(music video now playing on VH-1) 

Este Amor 
Meia-Lua Inteira 


PR 8162 



MFG. BV 



STEREO 33 1/3 RPM 


PR-8162* A SIDE 

0 1 990 Elektra Entertainment 

All rights reserved. 



Elektra Nonesuch 



GAETANO VELOSO: 
INTERVIEW AND MUSIC 

From "ESTRANGEIRO" • 60898 

Continuous music and comments, in order: 

1 0Estrangeiro 2 Raidas Cores 3Branquinha 
40s0utrosRomanticos 5 Jasper 6 EsteAmor 
7 Outro Retrato 8 Etc. 9 Meia-Lua Inteira 
ST-PR-8162A-SP (24:30) 

From an interview conducted and engineered 
by Gerald Seligman in Rio De Janeiro, October 1989 
Produced by Gerald Seligman and Scott Lehrer 
Radio special engineered by ScottLehrer 
of Passport Studios, New York. 


Promotional copy, notfor sale 


NY W0l 9, 345 N. MAPLE DRWt. 





Elektra Nonesuch 


STEREO 33 1/3 RPM 
PR-8162* B SIDE 

(!) 1990 Elektra Entertainment 
All rights reserved. 




INTERVIEW WITH 
CAETANO VELOSO 

Introductions to songs from ‘ESTRANGEIRO* 

1 0Estrangeiro (The Stranger) 1:29 

2Rai das Cores (Rai of Colors) 0:37 

3 Branquinha (Little White One) 0:38 

4 Os Outros Romanticos(The Other Romantics) 0:55 



5 Jasper 

6Este Amor (This Love) 

7 Outro Retrato (Another Portrait) 

8 Etc. 

9 Meia-Lua Inteira (Full Half Moon) 

1 0Gempapo Absoluto (Absolute Genipapo) 
ST-PR-8162B-SP (8:47) 

Produced by Gerald Seligman and Scott Lehrer 

, Promotional copy, notforsale 
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CARAVAGE 


® 1982-CARAVAGE 
©1982-CARAVAGE 




STEREO/MONO 






CRV 67842 
FACE A 
33 TOURS 
STEREO 
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JEAN-CLAUDE APRILE 

1. THE ROSE (A. Me Broom) 3'44 

2. FEELINGS (Morris Albert) 4'09 

3. WOMAN IN LOVE (B.R. Gibb) 3'45 

4. LADY (L. Richie, Jr) 3'30 

5. CHANTE LA VIE (F. Monteil) 2'46 

6. THE WAY WE WERE 3'16 
(A.M. Bergman/M. Hamlisch) 
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CARAVAGE 


@ 1982-CARAVAGE 
©1982-CARAVAGE 


CRV 67842 
FACE B 
33 TOURS 
STEREO 


STEREO/MONO 


(SDRM) 


JEAN-CLAUDE 


APRILE 


1. TOI MA NUIT (F. Monteil/JC Aprile/F. Monteil) 3'24 

2. SEUL AVEC MES REVES 2 56 
(F. Monteil/JC Aprile/F. Monteil) 

3. LETTRE A MARIKA (F. Monteil) 3 07 

4. ELLE COURT (F. Monteil) 3'14 £ 

5. RIVAGES (F. Monteil) 3'43 ^ 

6. MIDNIGHT BLUES 2'19 ^ A 

(F. Monteil/JC Aprile/F. Monteil) 
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Pi 1981 Erect Records 



Jima-Jo Pub, Go; 

(Ari Brown) 

Ari Music Co. (BMI) 

Executive Producer: Jim Porter, Joe Sotiros 
Produced by: Jim Porter 
Manufactured by Complete Productions, Inc 
7520 Broadway, Merrillville, IN 46410 
© 1981 Erect Records 




LEE STOVER 
For The First Time 



LEE STOVER 
For The First Time 


1. Satin Doll — 2:08 
(Mercer-Strayhorn-Ellington /Tempo AS 

2. In the Wee Small Hours — 2:37 
(Hiliiard-Mann/Evans ASCAP) 

3. Love Me or Leave Me — 2:21 
(Kahn & Donaldson/Kahn ASCAP] 

4. Since I Fell For You — 4:50 
(Johnson /Advanced ASCAP) 

. You'd Be So Nice To Come Home Ta— 
(Porter /Chappell ASCAPX 


JIM CROWLEY 


/ 


I INTERLUDE (2:54) 

H. Shaper - G. Delerue 

2. WAIT UNTIL DARK (3:06) 

J. Livingston, R. Evans - H. Mancini 
Voice - Helene 

3. Theme from the 2nd Mvt, 21st Piano Concerto 
(C Major) W. Mozart (3:19) 


VINE STREET 


RECORDS 


V!jT 
1001 
STEREO 
SIPE 1 


* 4. IF YOU LOVE ME, REALLY LOVE ME (4:44) 
G. Parsons, E. Piaf - M. Monnot 


Yoice - Helene 

5. WHEN I LOOK IN YOUR EYES (3:39) 
L. Bricusse^ 


/ 


/ 
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JIM CROWLEY 



1. HERE’S THAT RAINY DAY (4:11) 

J. Burke - J. Van Heusen 

2. HERE THERE AND EVERYWHERE (3:08) 
J. Lennon - P. McCartney 

* 3. WE (3:07) 

R. McKuen - H. M ancini 
Voice - Helene 


STREET 


VNE 


RECORDS 


VST 


4. WINDMILLS OF YOUR MIND (4: 
M. & A. Bergman - M. Legrand 


5. TWO FOR THE ROAD (3:46) 
L. Bricusse - H. Mancini 
Voice - Helene 


p O. BOX 583, 



1. HAVE YOU MET MISS JONES? 
(Rodgers-Hart) Chappell & Co., Inc. 
(ASCAP) 

2. YOU TOOK ADVANTAGE OF ME 
(Rodgers-Hart) Harms, Inc. (ASCAP) 

3. A SHIP WITHOUT A SAIL 
(Rodgers-Hart) Harms. Inc. (ASCAP) 

4. THIS CAN’T BE LOVE 
(Rodgers-Hart) Chappell & Co., Inc. 
(ASCAP) 

5. THE LADY IS A TRAMP 

(Rodgers-Hart) Chappell & Co., 

Inc. (ASCAP) 

6. MANHATTAN (Rodgers-Hart) 

Edward B. Marks Music 
Corp. (ASCAP) 


ELLA FITZGERALD 


Arrangements and 
Orchestra conducted by 
BUDDY BREGMAN 


°F metr o-goldv^ 


f 


\ 



1. JOHNNY ONE NOTE 

(Rodgers- Hart) Chappell & Co., Inc, 

2. I WISH I WERE IN LOVE AGAIN 
(Rodgers-Hart) Chappell & Co., Inc. 

3. SPRING IS HERE (Rodgers-Hart) 
Robbins Music Corp. 

4. IT NEVER ENTERED MY MIND 
(Rodgers-Hart) Chappell & Co., Inc 

5. WHERE OR WHEN 
(Rodgers-Hart) 

Chappell & Co., Inc. 

6. LITTLE GIRL BLUE 
(Rodgers-Hart) 

T. B. Harms Co. 

(ASCAP) 


ELLA FITZGERALD 


Arrangements and 
Orchestra conducted by 
BUDDY BREGMAN 


op Metro-goldy^ 



LADY SINGS 
THE BLUES 

BILLIE HOLIDAY 


V-8099 A 

(11,656) 


1. LADY SINGS THE BLUES 
< H oliday- Nichols) 

Northern Mus. Corp. (ASCAP) 

2. TRAV’LIN’ LIGHT (Mundy-Mercer) 
Bregman, Vocco & Conn, Inc. (ASCAP) 

3. I MUST HAVE THAT MAN 
(McHutjh-Fields) 

Mills Music, Inc. (ASCAP) \ 

4. SOME OTHER SPRING 

(Kitchings- Herzog) Edward B. ■ 

Marks Mus. Corp. (BMI) 

5. STRANGE FRUIT (Allan) 

Edward B. Marks Music Corp. (BMI/ 

6. NO GOOD MAN 
(Higginbotham-Fisher-Gallop) 

North Mus. Corp. (ASCAP) ^ 

(Under the personal supervision^* 


of Norman Granz) 


** ° F Metro goldv^'^ ' 


1 




1. GOD BLESS THE CHILD 
(Holiday-Herzog, Jr.) 

Edward B. Marks Mus, Corp. (BMI) 

2. GOOD MORNING HEARTACHE 
(Higginbotham-Drake-Fisher) 

Northern Mus. Corp. (ASCAP) 

3. LOVfE ME OR LEAVE ME 
(Donaldson- Kahn) 

Bregman, Vocco & Conn, Inc. (ASCAP) 

4. TOO MARVELOUS FOR WORDS 
(Mercer-Whiting) Harms, Inc. 
(ASCAP) 

5. WILLOW WEEP FOR ME 
(Ronell) Bourne, Inc. (ASCAP) 

6. I THOUGHT ABOUT YOU 
(VanHeusen-Mercer) Burke & 
VanHeusen, Inc. (ASCAP) * 

(Under the personal supervision c 
of Norman Granz) 


BILLIE HOLIDAY 


^ET ROGOUD'W' , * ;i 
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SIDE A (THIS SIDE) 

1. Family Vacation 
2. Love Inside This Magic Circle 
3. Baby Do A Thing With Me 
4* Adrift in a Sea of Madness 
$. Caretaker 
6. Decision 


SIDE B (OTHER SIDE) 

1. Uncontrollable Passion 
2. A House Divided 
3* Manos, Thy Will Is Done 
4* Chaos 

S. An Unfulfilled Desire 

6. The Servant Fails the Master 

7. Sacrifice 

8. The Futility of Fighting Fate 

9. Manos Has You Now 

10. The Circle of Fate 

II. Forgetting You (Love Theme from 
Manos: The Hands of Fate) 


Original Music by 

Russ Huddleston & Robert Smith, Jr, 

33 1/3 RPM STS-005 
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IN JAMAICA 

29 Max fie Id Ave. 
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Jamaica W.l. 
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J & L Records 
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K & K RECORDS 



|5 Produced by : 
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"DO THAT TO ME ONE MORE TIME 
(T. Tennille) 

EDDIE LOVETTE 
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45 RPM 
SIDE 1 

1982 




Marketed by 
Tori Records 
Brooklyn, N. Y. 
Tel. 212-345-3034 

STEREO 

9-28-A 


45 RPM 
SIDE 2 

1982 


TORI 


RECORDS 


TRUE LOVE 

T. Chandell Music 

TIM CHANDELL 

All rights of the manufacturer 
or copying of this record 
<s prohibited 


Marketed by 
Tori Records 
Brooklyn, N. Y. 
Tel. 212-345-3034 

INSTRUMENTAL 

STEREO 

9-28-B 


R ain bo Records 

Manufacturing Corporation 

8960 Eton Ave*, Canoga Park, CA 91304, 818-280-1100 

TEST PRESSING 


SIDE A 



RECORD 1 


Rainbo Records 

Manufacturing Corporation 

8960 Eton Ave., Canoga Park, CA 91304, 818-280-1100 

TEST PRESSING 



SGSI 3 


COMMENTS: 








LC 


Z J?> 


ecozi 


tncf 


o 




IF IT WASN’T FOR THE LORD 


THE SONS OF DAVID 


SIDE 2 

Produced by 
Richard Primus 






STEREO 
33V 3 RPM 

REC-1252 


*>v, Jfc* 








1. NEVER TURN BACK 

2. WONT THAT BE A TIME 

3. DON’T LET THE DEVIL RIDE 

4. ONLY BELIEVE 

5. YOU DON’T HAVE TO GO 






Dy-Rich Recording Co. 

121 N. 23rd St. 

Wheatley Heights, N.Y. 11798 











I'HE 

E C O R D S 

2:0’CL0CK 


DMSR-00888 

Royal Flush 
(BMI) 




SIDE ONE 
33 Vs RPM 

Executive Producer: 
Egyptian Lover 


1. GOTTA GET THAT GIRL (Radio Ver^r ' ' 
2. GOTTA GET THAT GIRL (12" V< 

\Z. GOTTA GET THAT GIRL (Bonus 


Produced, Arranged, Written, Composed 
Marcellace & Ricky Raleigh for 
Marvic Productions 


/Sr */BUr 0RS 8306 WMLSHtf* 


293-0438 



DMSR-008 

Roya! Flush 
(BMI) 


Executive Producer 
Egyptian Lover 


1. CRYING (Radio) (4:55) 

2. GOTTA GET THAT GIRL (instrumental) (4:03) 

3. GOTTA GET THAT GIRL (Acapella) (2:45) ^ 

^ Produced, Arranged, Written, Composed by ^ 

Marcel lace & Ricky Raleigh for ry 

Marvic Productions ^ v 3 


^fit/rORS 8306 


( 2 13 ) 293-0438 





'IAJB30 Nl 3°^ 



Larry 



Written and 
by Larry Tee ' 


and La Palace de Beaute 

Jr jr 

at Am i Gonna Do? 

Club Mix / Electro Mix/ 
Guitar-a-Pella 




V023 

33>/3 RPM 


\ 


Engineered 
by Norty Cotto 


Executive Producers: 

Dick Richards 
Ted Rubenstein 


Co-Producer / 
Remix 





All rights of the manufacturer and of 
the owner of the recorded work 
reserved. Unauthorised copying, 
public performance and broadcasting 
of this record prohibited. 


STEREO 

3373 RPM 


1. LONGING FOR YOU 3.30 

Palmer Rockey 

2. SMILE PRETTY BABY 3.05 

Palmer Rockey 

3. ROCK IT NICE N’ EASY 4.05 

Palmer Rockey 

4. FEELINGS OF LOVE 3.00 

Palmer Rockey 

5. SCARLET MOVES 3.00 

Palmer Rockey 


Produced by Palmer Rockey 
MADE IN EU 



trunk 



PALMER ROCKEY’S 


SCARLET LOVE 


Side 2 
JBH050LP 

P/C 2013 Trunk Records 

All rights of the manufacturer and of 
the owner of the recorded work 
reserved. Unauthorised copying, 
public performance and broadcasting 
of this record prohibited. 


m 


STEREO 

3373 RPM 


1. SCARLET LOVE 3.20 

Palmer Rockey 

2. THAT’S REAL COOL, BABY 3.37 

Palmer Rockey 

3. LONESOME TONIGHT 1.45 

Palmer Rockey 

4. SCARLET WARNING 1.40 

Palmer Rockey 

5. SUNDAY LOVE 2.15 

Palmer Rockey 

6. ROCKEY’S ROCK 2.15 

Palmer Rockey 


Produced by Palmer Rockey 
MADE IN EU 


IMMIGRANT 
CITY 


• ■ 


TM 


Side One 
0X749A 


Produced & Arranged: Carlos Cc 
Engineer: John Chase 
Additional Mixes: Wendell Edmunds 
Guitar: Leo Quintero 
Background Vocal: Concetta Britto 
Executive Producer: Pat Costa 


331/3 RPM 
Stereo 


RICO BARR 

Forbidden Love 3:30 

(R. Barr) ©Sorceror Music, ASCAP 

Amor Prohibido 3:30 

(R. Barr, C. Campos) 

©Sorceror Music, ASCAP, C & C Music, BMI 

^1990 Immigrant City Records 
231 Sutton St. 

North Andover, MA 01845 
(508) 686-9811 


IMMIGRANT 

CITY 

»»»v 


TM 


SideT\ 
0X7< 


Peed & Arranged: Carlos Campos 
Tneer: John Chase 
iitional Mixes: Wendell Edmunds 
luitar: Leo Quintero 
[Background Vocal: Concetta Britto 
(ecutive Producer: Pat Costa 


33 1/3 RPM 
Stereo 


BARR 

Forbidden LJI^Wendell’s Mix) 3:27 

(R. Barr) ©Sorcerorn^ic, ASCAP 

f 2 - Modern Romance^dS 

(R. Barr) ©Sorceror Music^SCAP 

S 1990 Immigrant City Records 
231 Sutton St. 

North Andover, MA 01845 
(508) 686-981 1 


John Rennie High School 

TRAVELLING MUSIC 


SIDE I 


CTM 6084 

(MS-10640) 



SIDE li 


John Rennie High School 

TRAVELLING MUSIC 



CTM 6084 

(MS-10641) 


1. APRIL IS IN MY MISTRESS’ FACE (2:28) 

2. RAINDROPS KEEP FALLIN’ ON MY HEAD (2:10) 

3. MOOD INDIGO (2:45) 

4. ONE (2:10) 

5. BRIDGE OVER TROUBLED WATER (3:49) 

6. HALLELUJAH CHORUS (3:30) 




Chill Hill Records 
ZINA CARTER 

RATE THE MEN FROM THE BOYS 


. y 


CH-0133 

Produced By: 
Troy DeVoe 
for Chill Hill 
Production Inc. 


SIDE A 

33 1/3 RPM 
® & © 1987 
Engineered By: 
Paul Arnold 




SEPARATE THE MEN FROM THE BOYS 

(RADIO MIX) 

(Troy DeVoe) 














UN 




ARTER 


SEPARATE THE MEN FROM THE BOYS 


CH-0133 

Produced By: 
Troy DeVoe 
for Chill Hill 
Production Inc 




SIDE B 

33 1/3 RPM 
® &©1987 
Engineered By: 
I Arnold 


1. "SEPARATE THE MEN FROM 

(DUB MIX) 

2. "SEPARATE THE MEN FROM THE 

(INSTRUMENTAL) 

(Troy DeVoe) 




A 


BOY 


.-v, 

A 


SOUTHWAY 


Produced by 
Norberto "Norty" 
Cotto & Felix 
Phelix 


DO YOU WANNA DANCE 

(F. Phelix, N. Cotto} 

A. CLUB DANCE (7:13) 

B. PIANO DANCE (2:10) 


STEREO 

33 1/3 RPM 





SWS-1002-A 

® 19(7 EASY 
STREET RECORDS/ 
Andi>Girl Music/ 
oughty Boy Music/ 
Xilof Music/ BMI 


BAD BOY ORCHESTRA 


Mixed by "Naughty" Norty & Felix Phelix 

Recorded at Power Play/ 

Engineer: Norbert "Norty" Cotto/ 
Mastered at Fra nkford/ Wayne 
by Chris Gehringer 


' 648 8ROADWAY, S 




Produced by 
Norberto "Norty' 
Cotto A Felix 
Phelix 

STEREO 

33 1/3 RPM 


SOUTHWAY 

DO YOU WANNA DANCE 

(F. Phelix, N. Cotto) 

A. RADIO (3:30) 

B. WANNA 'DUB' (5:00) 

C. DANCE CHANT' (0:45 




BAD BOY ORCHESTRA 




SW$-I002-B 

® 10R7 EASY 
STREET RECORDS/ 
Andi'Girl Music/ 
Noufbty Roy Music/ 
Xitel Music /BMI 


Mixed by "Naughty" Norty & Felix Phelix 

Recorded at Power Play/ 

Engineer: Norbert "Norty" Cotto/ 
Mastered at Franlcford/ Wayne 
by Chris Gehringer 


BROADWAY, 



R&S Records, Inc. 


\ 

STEREO 
33Va RPM 


Limited Edition 
RS 840A 






R&S Records, Inc. 


Limited Edition 
RS 840 B 



STEREO 
33Va RPM 


1. FREE LOVE 

2. MYSTERIES OF THE WORLD (Re-Mix) 


A Disco Classic 



records 


Code # 59A 
33 1 /3 RPM 


Time 6:58 


'EVERYBODY HERE MUST PARTY” 

(Deborah, Dorothy & Denise Clement) 

"DIRECT CURRENT” 

M & A Publishing, Phi la., Pa. ASCAP 
Recorded Virtue Studios, Rhila., Pa. 

Produced by Doug King & Nick Martinelli 
for King Stewart Productions/ 

Mixed by Billy Kennedy ; 




'^ Pf >UCE St PHILA ■ 








records 


Code #59B 
33 1/3 RPM 

EVERYBODY HERE MUST PARTY 

(Deborah, Dorothy & Denise Clement) 

INSTRUMENTAL 

M & A Publishing, Phila., Pa. ASCAP 
Recorded: Virtue Studios, Phila., Pa. 

Produced by. Doug King & Nick Marti nell i 
for King-, Stewart Productions 
Mixed by. Billy Kennedy 





5 SP ^Ce ST pntLA • P'" 


PROMO COPY -NOT FOR SALE 



CONNECTION 

ANGORA 


Published by: 
Canary Music, 
Danmat Inti. (BMI) 

Produced by: 
Howard Kessler & 
John Holbrook 

Executive Producer 
David Feinstein 


side-a-3:v 3 rpm 

Time: 5:44 

Re-fv ixed by: 
John Holbrook & 
Howard Kessler 


FEELS LIKE MAGIC 


SPECIAL EXTENDED DUB MIX 






PROMO COPY -NOT FOR SALE 


CONNECTION 


Publis 


Bolen-Ga 
Danmar 

Produced 
David Pin 


Music, 
it. (BMI) 




TAS-2806 
SIDE-B-33 /3 RPM 

Executive Producer: 
David Feinstein 


LS LIKE MAGIC” .. ."EDITED VERSION " ( 3 : 1 1 ) 

(Eileen Kiniry) 

“LOVE MADE IN HEAVEN” ( 3 : 53 ) 

(Bolen-Garey) 




^ by Peter Pa° 
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Selection 
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UI\N> 


NOWcJCfc. 




TEST 

PRESSING 
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BILLIE HOLIDAY 

BILLIE HOLIDAY - TALKS AND SINGS 


1. I’VE GOT IT BAD 5:52 

2. JUST FRIENDS 2:48 

3. WALKIN IN HEAVEN WITH YOU 2:00 

4. GHOST OF A CHANCE 1:51 

5. PLEASE DON’T TALK ABOUT ME 

6. EVERYTHING HAPPENS TO ME 2:55 

7. I DON’T WANT TO CRY 5:30 


^O/u q9€>5 

°F SILVER MINE INC- 















BILLIE HOLIDAY 


BILLIE HOLIDAY - TALKS AND SINGS 


1. PRELUDE TO A KISS 
“I MUST HAVE THAT MAN” 3:52 

2. PLEASE DON’T TALK ABOU1 ME 2:00 

3. WHEN I’M GONE 1:58 

4. RESTLESS 5:00 

5. MOONLIGHT IN VERMONT 

6. JEEPERS CREEPERS 2:10 


7. TALK ENDING/ 

JEEPERS CREEPERS 3:50 


^/O/V Q ^ 

° F silver mine 





iU - 50009 

50872 


i (Yak Music MMl) 2:10 
SRY NIGHT (</inrad 
ic.-ASCAP) 2#5 


35 

sic-BMl)3:30 











...IS WHERE IT’S ATI records 

OTIS SPANN 


THE BLUES IS WHERE IT'S AT 


BL-6003 

rde I 



1. POPCORN MAN (M. Morganfleld) 

(Pamco Music, Inc. - BMI) 

2. BRAND NEW HOUSE 

(W. Harris, B. Darin) 

(Tweed Music/Walden Music • ASCAP) 

3. CHICAGO BLUES (0. Spann, G. Spink) 
(Pamco Music, Inc. * BMI) 

^STEEL MILL BLUES (Otis Spann) 
“imco Music, Inc. - BMI) 

5. DOWN ON SARAH STREET (Otis Spann! 
— coMusjcJnc. “““ 


2:20 


3:04 




4: 17 
3:05 


i 




...IS WHERE IT’S ATI 


OTIS SPANN 
THE BLUES IS WHERE IT'S AT 


flL-6003 
Side 2 


1. T’AIN’T NOBODY’S BIZNESS IF I DO 

(Granger, Prince, Williams) 

(MCA, Inc. - ASCAP) 


3:52 


2. NOBODY KNOWS CHICAGO LIKE I 00 (PARTY BLUES) 

(Otis Spann) (Pamco Music, Inc. - BMI) 2:35 


3. MY HOME IS ON THE DELTA (M. Morganfield) 
Music Corp. - BMI) 


(Arc 

4. SPitNN BLUES (Otis Spann) 
(Pamco Music, Inc. - BMI) 


3:12 
4:28 





HIGH FIDELITY 



THE GERRY MULLIGAN QUARTET 

GERRY MULLIGAN, Baritone & Piano; JON EARDLEY 
Trumpet; RED MITCHELL, Bass; CHICO 
HAMILTON, Drums 


SIDE 


(ST-600) 


1. BLUES GOING UP 
(Mulligan) 

2. LITTLE GIRL BLUE 
(Rodgers and Hart) 

3. PIANO BLUES 
(Mulligan) 

4. YARDBIRD SUITE 
(Parker) 



High Fidelity Recording 

331/3 RPM 
Microgroove 





HIGH 


FIDELITY 



THE GERRY MULLIGAN SEXTET 


GERRY MULLIGAN, Baritone; BOB BROOKMEYER 
Valve Trombone & Piano; ZOOT SIMS, Tenor; 
JON EARDLEY, Trumpet; RED MITCHELL, 
Bass; LARRY BUNKER, Drums 


SIDE 


i. 





(ST-601) 


j . ; 

VfE$rm\ REUNION 
(Mulligan)' 

I KNOW, DON'T KNOW HOW 
(Mulligan) 


3. RED DOOR 
(Sims) 


High Fidelity Recording 

33V& RPM 
Microgroove 



All fUWS 



SPEED 33-i 


Side 


SZVV'IVZ 

PS.172 


Band 1— ST. LOUIS BLUES (Handy, arr. Lindup) 
Band 2 — MEMPHIS BLUES (Handy, arr . Roullier) 
Band 3— BLUES IN THE NIGHT (Arlen, arr. Lindup ) 
Band 4— LIMEHOUSE BLUES (Braham, arr. Roullier ) 

Band 5— BASIN STREET BLUES 
( Williams , arr. Keating ) 

Band 6— THE JAZZ ME BLUES 

(Delaney, arr. Dollimore ) i 

\ TED HEATH AND # 

Nr* HIS MUSIC 


All WfiKfc 



£ 

% 


Band 1— ST. JAMES’ INFIRMARY {Primrose, arr. Lindup) 

Band 2— TIN ROOF BLUES 
(New Orleans Rhythm Kings, arr. Lindup') 

Band 3— IT’S THE BLUEST KIND OF BLUES MY BABY 
SINGS ( Reinhardt , arr. Roullier) 

Band 4— HONKY TONK TRAIN BLUES (Lewis, arr. Roullier) 

Band 5— A BLUES SERENADE 
^ ( Parish , Signorelli, arr. Dollimore) 

Band 6— ROYAL GARDEN BLUES 
(S. & C. Williams , arr. Roullier) 

TED HEATH AND 
HIS MUSIC 

in England* ^ 


£ 

6 ? 


% 


% 


Of 




0 




9 






# 


& 




PROHIBITED 



\ Tangerine 
\Jiemdsln 




MILTON SEALEY 


F/W 1 9097 
SIDE ONE 


Stereo 
33 1/3 RPM 


\ 

1 . I GET A KICK OUT OF YOU (porter) 3 36 
2. SUMMER'S ROMANQEIsealey) 3:52 
3. AT LONG LAST LOVE (PORTER)3 52 
4. SEND IN THE CLOWNS (Sondheim) 5:25 
5. BARBARA (SEALEY) 4:26 


© 1979 TANGERINE RECORDS, INC. 


1 Tangerine 
^ eccrds/n 


MILTON SEALEY 

F/W 1 9097 
SIDE TWO 

t 

1 . VIRGIN ISLAND WATERS (SEALEY) 4 24 
2. WHAT ARE YOU DOING THE REST OF 
YOUR LIFE (LE GRAND) 2:26 
3. MISS DORIAN (SEALEY) 310 
4. HARDLY A DAY (SEALEY) 4 49 
5. AS TIME GOES BY (Hupfeld) 4 51 



Stereo 
33 1/3 RPM 


® 1979 TANGERINE RECORDS, INC. 



LA MUSICA CUBANA ALREDEDOR DEL MUNDQ 

PFODUCI DO Y DISTRIBUIDO POR EGREM HABANA-CUBA 


NICOLAS GUILLEN 

DICE SUS POEMAS 


R.P.M. 

LDA-3340 
CARA A 


1. ARTE POETICA 2. UN LARGO LAGARTO VERDE 
3. CANCION PUERTORRIQUENA 4. LITTLE ROCK 
5. DONA MARIA 6. MUERTE 7. DEPORTES 
8. ACANA 9. SON No. 6 , ^r 

10. EL ABUELO 11. CAMINANDO 






LA MUSICA CUBANA ALREDEDOR DEL MUNDO 


PRODUCIDO Y OISTRIBUIDO POR EGREM HABANA-CUBA 




NICOLAS GUILLEN 

DICE SUS POEMAS 


R.P.M. 

LDA-3340 
CARA B 


1. CANCION DE CUNA PARA DESPERTAR UN NEGRITO 
2. iPUEDES? 3. SOLDADO APRENDE A TIRAR 
4. NO SE PORQUE PIENSAS TU 5. GUITARRA 
6. ELEGIA 7. PALMA SOLA 8. AGUA DEL RECUERDO 

9. UN SON PARA NINOS ANTILLANOS 

10. EL NEGRO MAR 11. EL APELLIDO 



SideA Mono 

DEMI-01 19-A 

Stories and Songs of the Civil War 

1.3.5.7. Ralph Bellamy 

2.4.6.8. Ed McCurdy 

1 Abraham Lincoln (Script: Feuerlicht) 

2 El-A-Noy (Traditional) 

3 The Monitor (Script: Feuerlicht) 



4 The Battle Cry of Freedom (Traditional) 

5 David Glasgow Farragut (Script: Feuerlicht) 

6 Tenting on the Old Camp Ground 
(Traditional) 

7 Ulysses S. Grant 
(Script : Feuerlicht) 

8 When Johnny Comes Marching Home 
(Traditional) 


Accompaniment by Al Caiola 


TM(s) ® RCA CORP.-MADE IN U.S.A 
® 1975 RCA RECORDS 




SideB Mono 




DEMI-01 19-B 

Stories and Songs of the Civil War 

1.3.5.7. Ralph Bellamy 

2.4 .6.8. Ed McCurdy 

1 Jefferson Davis (Script: Feuerlicht) 

2 Goober Peas (Traditional) 

3 Stonewall Jackson and Jeb Stuart 
(Script: Feuerlicht) 





Educational 


4 The Yellow Rose of Texas 
(Traditional) 

5 John Singleton Mosby (Script: Feuerlicht) 

6 Maryland, My Maryland 1 

(Traditional) 

7 Robert E. Lee (Script: Feuerlicht) 

8 Dixie's Land 
(Traditional) 

Accompaniment by Al Caiola 


*V 

W 


TM(sf® RCA CORP.-MADE IN U.S.A. 
® 1976 RCA RECORDS 



ENGLISH ROMANTIC POETS 

Read by Bramwell Fletcher 
' 1: WILLIAM BLAKE — "How Sweet I Roamed"; "My 
ilks And Fine Array"; "Introduction" from Songs of 
nnocence; "The Lamb"; "The Tyger". 

' 2: ROBERT BURNS— "My Luv"; "The Banks o'Doon"; 
Sweet Afton"; "To A Mouse". 

• 3: WILLIAM WORDSWORTH— "The Daffodils"; "To A 
kylark"; "My Heart Leaps Up"; "The World's Too Much 
Vith Us"; "On Westminster Bridge"; "To Milton". 

4: SAMUEL TAYLOR COLERIDGE — "Kubla Khan". A 

Copyright 1966 by Listening Library, Inc. Not to be 
reproduced nor used for commercial performance 
without written permission. 


ARTS 


RPM 


Side 2 

AA 3305 


ENGLISH ROMANTIC POETS 

Read by Bramwell Fletcher 

BAND 1 : GEORGE GORDON (Lord Byron) — "When We Two 
Parted"; "She Walks In Beauty"; "Destruction of 
Sennacherib". 

BAND 2: PERCY BYSSHE SHELLEY— "To A Skylark"; "Ode To 
The West Wind"; "Ozymandias" 

BAND 3: JOHN KEATS — "First Looking Chapman's Homer"; 
'Ode To Grecian Urn"; "Bright Star". 

Copyright 1966 by Listening Library, Inc. Not to be 
reproduced nor used for commercial performance 
without written permission. 


/// 



M f *'0 Br OICCA 




Reads IFre cu i-kr Own Works 
Y ale Series Cf Recorded Poets 


1. Medusa 

2. The Romantic 

3. Statue and Birds 


DL 9132 


MS 10106 


s 


4. The Alchemist 

5. Men loved Wholly Beyond Wisdom 

6. Women 

7. Division 

8. The Crossed Apple 

9. Fiend's Weather 

10. Old .Countryside 

11. Summer Wish 


% 


[ Louise Bogan 

Reads From Her Own Works 
Yale Series Of Recorded Poets 

1. Henceforth from the Mind 

2. Man Alone 

3. The Sleeping Fury 

4. M., Singing 
Ptf; ting to Sea 


6. Spirit's Song 

7. Kept 

8. Variation on a Sentence 

9. The Ore am 

10. "Come, Sleep . . 

11. March Twilight 

12. July Dawn 
13 The Meeting 

14. The Young Mage 

15. Song for the Last Act 



WITH THE FAMOUS THEATRE COMPANY 
AND THE HOLLYWOOD 
STUDIO ORCHESTRA 








SIDE TWO 


UAC 11025 


WITH THE FAMOUS THEATRE COMPANY 
AND THE HOLLYWOOD 
STUDIO ORCHESTRA 



c (^DMo > v, 


SEAN O’CASEY 


Reading from his Works 


Recorded at his home in Totnes, Devon 
on November 12, 1952 


Opening Scene from “Juno and the Paycock 
Final scene from “Juno and the Paycock” 
The Death of Mrs. Casside 
from “Inishfallen, Fare Thee Well” 


Performance and reproduction rights 
information available from Caedmon 
Publishers, 460 Fourth Avenue, 
New York 16, N. Y. 




Recorded at his home in Totnes, Devon 
on November 12, 1952 


The second half of Chapter 2 
from “Pictures in the Hallway 


Performance and reproduction rights 
information available from Caedmon 
Publishers, 460 Fourth Avenue, 
New York 16, N. Y. 


SEAN O’CASEY 

Reading from his Works 



Airdate 

Apr. 14-15, 1990 


UNISp^R 

RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 
FOR ONE TIME AIRPLAY ONLY. SALE IS UNLAWFUL. 

©1990 


Jody Wat Ley 


stony 


Airdate 

Apr. 14-15, 1990 




UNisnhi 


RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 
FOR ONE TIME AIRPLAY ONLY. SALE IS UNLAWFUL. 

©1990 



Airdate 

Apr. 14-15, 1990 


UNIST^R 

RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 


Jody Wat Ley 



sfom/ 


UNISptR 


RADIO PROGRAMMING 

FOR RADIO STATION BROADCAST ONLY. ALL RIGHTS AND OWNER- 
SHIP RESERVED BY UNISTAR COMMUNICATIONS GROUP, INC. 
FOR ONE TIME AIRPLAY ONLY. SALE IS UNLAWFUL. 



THE ROTARY CONNECTION 
PEACE 


Side 1 
W4RS-5321 


#17313 

STEREO 


G ROUND — M. Aliota/Heavy Music, BMI 1:52 
r NIGHT - Arr. C. Stepney/Heavy, BMI 5:57 
IAS LOVE — M. Dolli son/A re Music, BMI 3:09 
4. LAST CALL FOR PEACE 2:52 
an & H. White/Lyman & Feldman Pub., BMI 
SHOPPING BAG MENAGERIE 3:49 
S. Barne s/Chevis Music, BMI 
I 6. SILENT NIGHT 3:41 

C. Stepney & M. Paul/Heavy* BMI 

RECORDED IN 'CONCEPT 12* STEREO 
A new totally solid state recording technique <o ^ j 



THE ROTARY CONNECTION 
PEACE 


Side 2 

W4RS-5322 


#17314 


CHRISTMAS CHILD — M. Dollison & C. Stepney/Arc, 

2. PEACE AT LEAST 4:11 
A. Feldman/Lyman & Feldman, BMI 

3. SANTA'S LITTLE HELPERS :34 
J. Donlinger & J. Nyeholt/Heavy, BMI 

4. SIDEWALK SANTA - S. Barnes/Chevis, BMI 4 

5. IF PEACE WAS ALL WE HAD 4:49 
J. Donlinger & T. Donlinger/Heavy, BMI / 
^SILENT NIGHT CHANT 4:33 / 

MJ®raul & C, Stepney/Heavy, BMI jr 
7. SILENCE :30 

O RECORDJED IN 'CQNCEPT 12*S££R€0 

A new totally solid state recrvwHrtfflechnique 


1 


• • 


0 *»* ADD,Cr 'o* 

“LETS TALK’’ 



FRED HORACE 

RONNIE BOB 


MEDI-DISC 



SIDE 2 




(US 1048) 

Side 1 


1. NIGHTMARE OF PERCUSSION (2:57) 

(G. Bunnell-R. Seol-H. Davis) 

2. SOFT SKIES, NO LIES (3:07) 

(E. King-L. Freeman) 

3. TOMORROW (2:14) 

(M. Weitz-E. King) 

4. THEY SAW THE FAT ONE COMING (3:25) 

(E. King-L. Freeman) 

5. CURSE OF THE WITCHES (6:46) 

(G. Bunnell-R. Seol) 






Produced 
Frank Slay 
Bill Holm 


11 ,| wi!IIUIniiliM |W m,, s ,v * » •vviiimh/ 

2. GO BACK, YOU'RE GOING THE WRONG WAY C 

(M. Weitz-E. King-L. Freeman) 

3. PRiTT / SONG FROM PSYCH-OUT (3:15) 

(E. King-L Freeman) 

4. SITTING ON A STAR (2:55) 

(G. Bunnell-S. Bartek-R. Seol) 

5. BLACK BUTTER, PAST (2:23) 

(E. King-L. Freeman-H. Davis) 

6. BLACK BUTTER, PRESENT (2:10) 

(E. King-L. Freeman) 

7. BLACK BUTTER, FUTURE (1 :32) 

(E. King-L. Freeman-H. Davis) 


''jAfe of the ManulacW 



SPEED 33 


SPIKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 

NOCTURNE (Hughes) 

PASTORAL ( Hughes ) 

BUGLE CALL RAG ( Pettis , Meyers, Sehoebcl) 
ARABESQUE (Hughes) 

FANFARE (Trad., arr. Hughes) 

SWEET SORROW BLUES (Trad., arr . Hughes) 


, H6n>lV 

^served. UnautM s *“ 

M AOi II) ENGl^ D 


* n 9 of fliis record 


of ff,g 



SPEED 33 


SPJKE HUGHES AND HIS 
ALL AMERICAN ORCHESTRA 

MUSIC AT MIDNIGHT (Trad., arr. Hughes) 
SWEET SUE, JUST YOU ( Harris , Young) 

AIR IN D FLAT (arr. Hughes) 
DONEGAL CRADLE SONG (Hughes) 
FIREBIRD (Hughes) 

HOW COME YOU DO ME LIKE YOU DO? 

( Austin , Bergere) 

featuring Coleman Hawkins. Benny 

Career. Dicky Wells and j 

Henry "Red” Allen 


ci6rTav 

^rvel UnautHo^ 

MA oe m inciM*® 


}py,n 9 of this record 


0 *EATE$f ^ 



JAZZ CONCERT 

CO LIMAN' HAWKINS, DIZZY OILLESPII, MAX 
tOACH, DON BY AS, #fh#yg 


COLEMAN HAWKINS 

BODY AND SOUL 
FEELING ZERO 
YESTERDAYS 

DISORDER AT THE BORDER 
WOODY'N YOU 


8ICORP 




P'S Gftf 


GREATEST ^ 



JAZZ CONCERT 

GEOtGfE AULD, COLEMAN HAWKINS 
SEN WEBSTER, others 


PORGY • SALT PEANUTS 
PICK UP BOYS 


I CANT GET STARTED • TAPS MILLER 
Sv CONCERTO FOR TENOR / 


RECORD 


RIVERSIDE 

FUSION ! 

Wes Montgomery with Strings 
orr. & cond. by Jimmy Jones 

STEREO 

RS / . SIDE 

9472 ! ) j 1 

1. ALL THE WAY-— 2:36 (ASCAP) 

2. PRETTY BLUE— 3:38 (BMI) 

3. IN THE WEE SMALL HOURS 

OF THE MORNING— 2:49 (ASCAP) 

4. PRELUDE TO A KISS— 3:05 (ASCAP) 

5. THE GIRL NEXT DOOR— 3:06 (ASCAP) 

Bill Grauer Productions Inc. 

New York City 



RIVERSIDE 


FUSION! 

Wes Montgomery with Strings 
arr. & cond. by Jimmy Jones 


STEREO 



1 . MY ROMANCE — 2:28 (ASCAP) 

2. GOD BLESS THE CHILD— 3:16 (BMI) 

3. TUNE-UP — 3:1 2 (BMI) 

4. SOMEWHERE— 3:26 (ASCAP) 

$. BAUBLES, BANGLES AND BEADS— 2:19 
(ASCAP) 

♦ 

Bill Grauer Productions Inc. 
New York City 






CRYSTAL 


RECORDS 


BARTON CUMMINGS, TUBA 


S391 

(32425) 

SIDE A (19:55) 


STEREO 




WALTER B. ROSS 
Piltdown Fragments for Tuba and Tape (9:40) 

pub. by Musicgraphics Inc. 

MARILYN J. ZIFFRIN 
Four Pieces for Tuba (10:06) 

Andante (2:19), Allegro (2:19), 

Largo (3:58), Vivace (1:18) 

pub. by Musicgraphics Inc. 


©1978, Crystal Record Co. 


CRYSTAL 


BARTON CUMMINGS, TUBA 

Mary j. Moore, piano 


FREDRICK ZINOS 
Elegy for Tuba and Piano (7:50) 


JAE EUN HA 

Three Pieces for Tuba (14:17) 

Abstract Vision (5:03) 
Morning Calm (4:04) 

Etude (5:00) 


RECORDS 


SIDE B (22:2 


S391 

(32425) 



STEREO 


pub. by Kjos Music Inc. 


pub. by Kjos Music Inc. 
©1978, Crystal Record Co. 



| | | 

RECORDS 


M 


NUMBER 


Side A 


Piano Rags 
For Four Hands 

With David Montgomery and Cecit Lytle 

HURRICANE RAG 
ORIGINAL RAG 
JUBA DANCE 


THE GREAT CRUSH COLLISION 


MARCH IN B FLAT 


of SAC All Rights B ese ' 




665 Harrison Street, San Francisco, CA 94107 • (415) 781-6306 







YAZOO BASIN BOOGIE 
STEFAN GROSSMAN 

©Transatlantic Records Ltd. 1970 

TRA 217 

MONO 


SIDE ONE 

1. Adam’s Voice 2. Tickle Dew (Grossman) 

3. Dallas Rag (trad. arr. Laibman) 4. I’m So Glad (Nehemiah Skip James) 
5. Katz Rag (Grossman) 6. Texas Lemon Flavor (Grossman) 

7. Sunday Rag (Grossman) 8. Pigtown Fling (trad. arr. Grossman) 

9. Red Pepper Rag (trad. arr. Grossman) 

2, 5-9 Heathside Music 3. Copyright Control 4. Wynwood Music 

SIDE TWO 

1. House Carpenter (trad. arr. Grossman) 

2. Maple Leaf Rag (trad. arr. Grossman/Laibman ) 

3. Colored Aristocracy (trad. arr. Laibman) 

4. Slow Blues In C (Grossman) 5. Aurora’s Powder Rag (Block) 

6. County Line (Grossman) 7. Last Of Callahan/Dervish Boogie 
trad. arr. Grossman/Laibman) 8. Yazoo Basin Boogie (Grossman) 

1. 2. 4. 6. 7. 8. Heathside Music 

3. 5. Copyright Control 





LEE WILEY 

"On The Air" 


(g) 1 977 Totem Records 


1. YOU CAME TO MY RESCUE 

2. THREE LITTLE WORDS 

3. YOU TURNED THE TABLES ON ME 

4. HERE'S LOVE IN YOUR EYES 

5. THE SOUTH IN MY SOUL 

6. I'M COMING VIRGINIA 

7. A THOUSAND GOOD NIGHTS 

8. FUNNY LITTLE WORLD 



\ 

SIDE I 



LEE WILEY 

"On The Air" 


Records 



£ 
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a 



SlG-36119 
Side 1 
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A Custom High 
Fidelity Recording 




r 

o 

© 


DINAH WASHINGTON SINGS FATS WALLER 

DINAH WASHINGTON 

t - CHR 1 STOPHER COLUMBU • Berry) mayfaIr MUsU 

Uscap)-2:^ 5 B! Z-NESS I F I D0 

(WILL !AMS*GRAIN6ER‘PR|NCE) PICKWICK MUSIC ( A S C A P ) • 

3 : 25 3. j ITTERBUG WALTZ { ‘•Fats’* wuler-m. manners* 
C . G R E A N ) ROBB ? N s m .5 -■ - • 2 j 4 5 4 . SOMEONE * S 

ROCK I N G MY D R E AM 30 A T ■: n r - s c 0 T t-Rene > 

Ad V AN CEO MUSl'c ( ASCAP) » 1 i 58 5, A!N*TCHA 
GLAD ( W A L L Z R ■ 2 A V } W 0 Pi D S & MU S S C 

( ASCAP ) -2 t 43 6. SQUEEZE ME (w:-.Uam s . 
waller) ■> i c j ■* u s » c 
t ASC AP ) * 2 * 0? 


A. 


s/ 


< 




>Ng h\ 






& 


\ 




TS/ » 




to 






o. 


'-te* 
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B M 
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Side 2 


Fidelity Recording 
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i 
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/ALLER 

dinah Washington 

\l V - i ) (WA* UR* / 

R i A :aP. ) • it 32 

2. BLACK AND LOVES MY BABY {but 

’ t >LJ!! 

AS V E GO T A 

el ->c i 

MOMC Usr r.,p). *1 23 5. HONEYSUCKLE POSE 

k (WAttlR.RAlAr ) J0YMS1»tC ( ASC AP >- 2 t 3 3 

6 . KEEP t N * OUT OF Ml SCHI EPNOW 

■ . - - • L "■ » C 
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a g *<**'., 
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\# 4 
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' BUDDY JOHNSON 

And His Orchestra 

1. GOODBYE BABY HERE 1 GO - 2:20 

2. THEY ALL SAY I’M THE BIGGEST 
FOOL -2:31 

3. I DON’T CARE WHO KNOWS - 2:35 

v ; >: ! nor, . 

5. YOU’LL GET THEM BLUES - 2:20 




SRW-1623-vW 

Slide . 



■ v rao phonic 
High Fidelity 

Recording 


Bf. Hi Or 


fr a 
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ILLINOIS JACQUET 
BOTTOMS UP 


OJC-417 

(P-7575) 


SIDE ONE 


1. BOTTOMS UP 3:13 
(Illinois Jacquet) 

2. PORT OF RICO 4:05 
(Jacquet) JATAP Music-BMI 

3. YOU LEFT ME ALL ALONE 3:45 
(Jacquet) 

4. SASSY 5:37 
(Milt Buckner) 

All selections published by Gilbert Music 
(BMI), except as indicated. 
(OJC-417-A) 





ILLINOIS JACQUET 
BOTTOMS UP 


1. JIVIN’ WITH JACK THE BELLBOY 5:34 
(Illinois Jacquet) Gilbert Music-BMI 

2. (I DON’T STAND A) GHOST OF A CHANCE 6:06 
(Young-Crosby-Washington) Mills Music/ 

Chappell & Co., Inc.-ASCAP 

3. OUR DELIGHT 5:26 

(Tadd Dameron) Warner Bros. Music-ASCAP 

(OJC-417-B) a 



The CANNONBALL ADDERLEY 

Quintet* in San Francisco 


1. THIS HERE ( 2:26) 

2. SPONTANEOUS COMBUSTION (11:44) 

Julian “CannorjiaU" Adder ley, alto sax; Mat A cider ley : 
eornet: Bobby Timmons, piano; Sam Jones, bass; 
Louis Hayes, drums. . 

Recorded at The Jazz Workshop; October, 1959 y 


BILL GRAUER PRODUCTIONS INC 

NEW YORK CITY 


LONG PLAYING 



The CANNONBALL ADDERLEY 

t 

Quintet in San Francisco 


!. HI-FLY {11:07) 

2. YOU GOT IT ! (5:07) 

3. BOKSMU \FfER DARK j3:28) 

Julian “Cannonball” Adder;, ?y y alto sax; Nat Adderley, 
cornet; Bobby Timmons, piano; Sam Jones* bass; 
Louis Hayes, drums, 

i ‘ : ”■ :■ if :a 

(RIP 12-311 B) 


BILL GRAUER PRODUCTIONS INC 

NEW YORK CITY 


MICROGROOVE 



KITTY WHITE 

A High Fidelity Recording 


RECORDED 
April 21, 
19S5 


1. SKY LARK (Mercer-Carmlchae!) 
(George Ssmon—ASCAP) 4:52 
2. AMONG MY SOUVENIRS (Leslie-Nicholls) 
(DeSilve-Brown-Henderson — ASCAP) 3:38 
3, IF YOU WERE MINE (Mercer-Malnek) 
(Bourne, Inc.-— ASCAP) 4:17 
SO MANY BEAUTIFUL MEN (SO LITTLE TIME) 
(E, White-K. White) 

(Preview Music— BMI) 3:52 
5. WITH THE WIND AND THE RAIN 
v IN YOUR HAIR (Lawrence-Edwards) 
(Paramount Music — ASCAP) 4:20 

V . MG-36020 A « Ik 
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RECORDED: 
April 21, 
1955 


2 , 




KITTY WHITE 

A High Fidejjiv Recording 


WITH EVERY- BREATIW^AKE (Rainger-Roblns) 
(Famous Music Corp.— ASCAP) 4:01 
LET'S GO AROUND TOGETHER (Wright-Ecton) 
(Robbins Music — A'SCAP) 2:31 

3. SOFTLY (Beal-Greene) 

(Malabar Music — ASCAP) 3:45 

4. PORGY (Fields-McHugh) 

(Mills Music— ASCAP) 2:49 

5. SEE SAW (Jessie May Robinson) 
(Shapiro-Bernstein & Co. — ASCAP) 3:30 
6 - OUT OF THIS WORLD (Arlen-Mercer) 
(Edwin H. Morris & Co. — 

ASCAP) 2:50 
MG-36020 


IB 4% 
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iCVJ . 0 dancl O ,s.r, Ou , 9ab ^ 


Mew World (AS 
mm OH TOP 
iamsors Music ( 
"i'HRMONT (2:5!J 


^eo Work Are Reserve^ 


V 




e< j and distrio.gteo 


ruaUfc 


t. POINC1ANA (?:35) . 

Simoh-Bernier) E. 8.. Marks (ASCAP) 

2, WOODY’N YOU (3:18) 

( G i S ! e s p i e) Car ! i n q M us S c (ASCAP) 

3. WHAT’S U&N (3:43) 

ajart- Burke) M. Witmark & Sons (ASCAP) 


Work Are 





52004A 




52 004 


KENNY DORHAM 

T; HORN SALUTE 

2. TONICA 

3. THIS LOVE OF MINE 




J 



oTH ORISEDCO PYi n 


MONO 

6372 488 

6372 4881 
Made in France 
® 1957 
PHONOGRAM 
INTERNATIONAL 
B.V. j 


PUBLICATION 

PHONOGRAM 


"SWINGIN' EASY SARAH VAUGHAN'* 

1 . SHULIE A BOP (S. Vaughan/Treadwell) 

2. LOVER MAN (Davia/Ramirez/Sherman) 

3. 1 CRIED FOR YOU (Lyman/Freed/ Amheim) 

4. POLKA DOTS AND MOONBEAMS 

(Burke/Van Hausen) 

5. ALL OF ME (G. Marks/S. Simons) 

. 6. WORDS CANT DESCRIBE (Tennyson) 

V SARAH VAUGHAN > 




^°»' SEDC0 ^ 




PUBLICATION 

PHONOGRAM 


MONO 

8372 488 

6372 468 2 
Made in France 
® 1957 
PHONOGRAM 
INTERNATIONAL 
B.V. 


“SWINGIN' EASY SARAH VAUGHAN" 

1. PRELUDE TO A KISS (D. Ellington/Gordon/Mills) 

2. YOU HIT THE SPOT (Gordon/Revel) 

3. PENNIES FROM HEAVEN (A. Johnson) 

IF * KNEW THEN (WHAT I KNOW NOW) (Jurgens/Howard] 
5. BODY AND SOUL (Hayman/Sour/Eyton/Green) 

6. THEY CANT TAKE THAT AWAY FROM ME 
(I. & H. Gershwin) 

SARAH VAUGHAN 


6 . 
jmetvtm/ 


V- 





Share the Good News 
Vacation Bible School Series 

For use with 

WHAT A LOVING GOD! 

Nursery Student Pak 


Side 1 

33-1/3 

Stereo 

84NS-3692-A 


Band 1 Go Tell 

2 Hello, Everybody 

3 What Is in the Love Box? 

4 God Gave Me Eyes 

5 Psalm 8 


® 1983 Augsburg Publishing House 
Minneapolis 

°-s A 8324311AXS 

SOUNDSHEETS 




Share the Good News 
Vacation Bible School Series 

For use with 

WHAT A LOV1MG GODS 

Nursery Student Pak 


Side 2 

33-1/3 

Stereo 

84NS-3692-B 


Band 1 Zacchaeus 

2 We Love 

3 1! Love Jesus, Too! 

4 Wee Happiness 

5 Good News Round 


® 1983 Augsburg Publishing House 
Minneapolis ^ 

. o S^94^11RYC . ex 
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£ STEREO 

? PROMO 

Hot For Sale 

(from the 
Original 
Motion 
Picture 
Soundtrack 
“Body Rock” 
$ 0 - 17140 ) 

o Produced by 

■* Mark Smith & 

% Noah Shark 
\ with John Hug 


W 3:43 (Intro :15) 

f ® 1984 EMI 
America Records, 
a division of 
Capitol Records. Inc. 


WHY YOU WANNA BREAK MY HEART 

(Vocal: Dwight Twilley) 

(Dwight Twilley) Dionnio Music (admin, by Bug)— ASCAP 

Original Motion Picture Soundtrack 

BODY ROCK 

' O ~ Executive Producer: Phil Ramone 

. .... ^ . 

<- MARCA 


° Up ucation ss * v '° v 




ill 




01980 
Liberty/ United 
Records, Inc 


1A-X1358-Y 

(S-45-20649) 

From the 
United Artists 
Records LP 
‘Standing Tall” 
LT-1018 


Produced by 
Larry Butler 

Engineered by 


Billy Sheri 


Jack Clements 
Nashville 
Arranged by 
Bill fustis 


(Nadine Bryant) 
lumn 1 Music/ Bob Moore 

ASCflP 









ITED ARTISTS RECORDS 


® 1980 
Liberty/ United 
Records, Inc. 


(S-45-20645) 

3:23 

From the 
United Artists 
Records LP 
‘Standing Tail' 
LT-1Q18 


Produced by) 
Larry Butler 


Billy Sherrill ^ 
Recorded at 
Jack Clements/ 


ATURAL ATTRACTION 

(O. Linde-A. Rush) 
Combine Music Corp. BMt 



45 R.P.M 


RR 7-99957 

Pub., Sibling 
Songs, ASCAP 
© 1982 Radio 
Records, Inc. 


STEREO 

ST-RR-43619-AR 
Time: 3:41 
VOCAL * 

PROMOTION COPY 
NOT FOR SALE 


KEEP ON SHINING 

(Larry Happen) 

ORLEANS 

Produced by Don Silver & Ben Wisch 

for The Empire Project Inc. ** 

c n From Radio Records LP RR 90012 - 

** "ONE OF A KIND ' 4, 


REG. U.S. PAT. OFF. MARCA REGISTRADA 
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KONGO 

SANTAMARIA 




Suggested 

Side 


444452 

JZSP 136435 

2:43 

Publisher: 
Mongo 
Music, Inc. 
(BMI) 


SUGAR CANE HOMBRE 


-D. Clowney- 

Arranged by Marty Sheller 
Produced by David Rubinson 






Barcas reg 


MONGO 

SANTAMARIA 



444452 

JZSP 136436 

2:54 

Publisher: 
Mongo 
Music, Inc. 
(BMI) 


BONITA 

-0. Clowney- 

Arranged by Marty Shelter 
Produced by David Rubinson 


Barcas 


\ 3 - 




STONE ME ONE 
MORE TIME GENTLY 

(Steve Stone - Don Drowdy) 


Itower 


Central Songs 
BMI - 2:39 

394 

( 45 - 61692 ) 
Produced by 
Steve Stone for 
Centra! Songs 


PROMOTIONAL 


NOT FOR SALE 


HARLEY McNAIR 



HARLEY McNAIR 


PROMOTION 




NOT FOR SALE 


RPM 

From the 
Bearsvi lie 
Album BR 2 04 4 
LAZARUS 


2:58 

Yarone Music, 
Inc. ASCAP 

BSV 0005 

(PNY0128) 






LAZARUS 

WARMTH OF YOUR EYES 
(Bill Hughes) 

Produced by Phil Ramone and 
Peter Y arrow 
© 1972 Warner 




Os 


Bros. Records Inc. 


/ A 


SUBSIDIARY AKO 


L\C' 











2:58 

Yarone Music, 
Inc. ASCAP 

BSV 0005 

(PNY0128)S 


Dearsvi lie 

Album BR 2 044 
v LAZARUS > 


LAZARUS 

WARMTH OF YOUR EYES 
(Bill Hughes) 

roduced by Phil Ramone and 
Peter Y arrow 
© 1972 Warner 
Bros. Records Inc. 

$ u 

^ C / * SUBSIDIARY 


•S.A. 




GLADSTONE 

Produced by Lee Michaels 

1061 





Jondora 

BMI 


Time: 2: 


by 


: 


Produced 
SheSley Haims' & 
David Wray 

iONAL 
COPY 

THE FLOOR" 

(Griffin-Wray) 

BROTHER NIGEL'S PROXY PARTY 





(F-2723) 


Produced by 
Shelley Haims 
David Wrav 


COPY 


BROTHER 


OXY PARTY 


hV** ' 



Yuma Musici 
Corp. (ASCAP) 

2:28 


(Walt Meskell) 

\ THE CORPORATE BODY 

Arr. by Walt Meskel & Mike Post 
4/ /f7 C i. Produced by Mike Post 

,0 »0 Fm TBn . C0L n^H^ 


Metro-gold 


NOT 

FOR SALE 




M'G'M 



0\SC JOC/Cf K 






Kfl m SUTftfl 


SvengaH Music 
(BMI) 

2:05 


KA 261 

( 105 , 967 ) 


(Michael Horn - Noel Childs) 

BOBBY HIGH 

Produced by Ray Ellis & 
Michael Horn for % 
S yen gal i Productions*^; 




MM SUTR* 


KA-261 

(105,968) 


Kama Sutra 
Music (BMI) 
69 seconds 


TWO APARTMENTS 

(Mickey Lane - Cynthia Williams) 

, THE GANG ON j 
ttr, 29th STREETaM 

ec Q* ht > (AND MISSY) . 



OPEN END INTERVIEW 
SIDE 1 
Answer #1 
Answer #2 
Answer #3 
Answer #4 


0:34 
0 : 35 ^ 
1:31 
0:37 


DJS-28 

1,44674 
T ota I time: 
3:28 


RY LEE LEWIS 





OPEN END INTERVIEW 
SIDE 2 


Am swer 
Answer 
Answer 


0:43 

0:26 

0,35 

0:53 

0:34 


#5 


#8 


nswer 


Answer #9 


DJS-28 

1-44675 
Total time: 
3:28 


JERRY LEE LEWIS 


DELILAH 

( Reed-Ma son) 


/\0 


ru 


A 


inKwem 


FC 4-151 

Francis, Day & 
Hunter, Inc. 
ASCAP 
Time: 2:28 

RADIO STATION 
COPY 


RAYMOND LEFEYRE 


And His Orchestra 

A Riviera Recording 
.. K-11252 




* 0 *' 


*•* 


o d i » • • • o * 


IF I ONLY HAD TIME 

(Je N’Aurai Pas Le Temps) 
(Fugain-Delanoe-Fishmen) 


FC 4-151 

Duchess Mus i c 
Corp. 

BM) 

Time: 2:26 

RADIO STATION 
COPY 


RAYMOND LEFEVRE 



STEREO 

Intro. :06 

4:15 


45 RPM 

DEMONSTRATION 
NOT FOR SALE 

1-11302 

ZSS 167424 
©1979 CBS Inc. 
Publisher: 

Ice Age 
Music 
(ASCAP) 


J. D. SOUTHER 
IF YOU DON’T WANT MY LOVE 

-J. D. Souther- Taken From The Columbia 
Lp: "YOU’RE ONLY LONELY” JC 36093 
Produced by J. D. Souther 
A FULL MOON 
PRODUCTION 



PROMOTION 


FREDDY 

GANNON 

Produced 


THE LAUGHING SONG 

(Cannon-Regan) 





TLANTIC 


VOCAL 

ST-A-43573-SP 

STEREO 


45 R.P.M. 

7-89945 

Pub., Sienna 
Music, BMI 
Time: 2:44 
© 1 982 Atlantic 
Recording Corp. 
SHORT VERSION 
PROMOTION COPY 
NOT FOR SALE 


<s> 


tv 


J 'v 


HEAT OF THE NIGHT 

(Henry Paul, Billy Crain & Wally Dentz) 

HENRY PAUL 

Produced by Peter Solley 
From Atlantic LP 80032 - 


/ 


A' 5 ' 


xf 




c o 




'5 


^Oc 


"HENRY PAUL" 

Hef £ller plaza 




& 






LANA 

RECORDS 



A SUMMER SONG 

(Metcalfe - Noble - Stuart) 

CHAD & JEREMY 



NO TEARS FOR JOHNNY 

(Tom Springfield) 

CHAD & JEREMY 


PROMOTION 



»3 NOT 


FOR SALE 


PETER, 

PAUL 


AND 


MARY 


Produced and 
Directed by 
Milton Okun 
Assoc iate 
Producer: 

Phil Ramone 





(M51494) 


From The 
Warner Bros.- 
Seven Arts 
A lb um WS 1785 
PETER, PAUL 


& MOMMY o 


THE MARVELOUS TOY 

(Tom Paxton) 

Cherry Lane Music, Inc. 
ASCAP - 3:06 



, SUBSIOI^^ *** 




THE NEW CHRISTY MINSTRELS 

Arr. by Al Capps; Vocal Arr. by Tom Bahler 
Produced by Jackie Mills for Wednesday’s Child 

Productions 


STEREO 

71-0102 

ZTKS-8293 

PLUG 

NOT 

FOR SALE 

Lucon Music 
Pub. Co./ 
Sequel Music 
BMI 

2:53 

Intro :io 
End: i 


Fade 

YOU NEED SOMEONE TO LOVE 

(from the “You Need Someone to Love” 
album) (Bahler), 

MANUFACTURED AND'dISTRIBUTED BY 

^ RCA RECORDS - NEW YORK, N.Y. ^ 

*TM 



THE NEW CHRISTY MINSTRELS 

Arr. by Ai Capps; Vocal Arr. by Torn Bahler 
Produced by Jackie Mills for Wednesday’s Child 

Productions 


ZTKS-8294 


SOUTH AMERICAN GET 
AWAY 

(from the “You Need Someone to 
Love” album) (Bacharach) 

MANUFACTURED AND DISTRIBUTED BY 
RCA RECORDS - NEW YORK, N.Y. 

‘TM - 


NOT 

FOR SALE 

Blue Seas 
Music Inc./ 
20th 
Century 
Music Corp. 
ASCAP 

2:27 

Intro :00 
End: 

Fade 


45 RPM 


in. 


VOCAL 

69C-17170-MQ 

CSG Processed 
Mono Master 


RECORDS 

Vo 7 7 

SHORT VERSION 

45-6685 

Pub., Tuna Fish, 
BMI 

Time: 2:53 
Produced by 
Giorgio Gomelsky 


% SAVE THE COUNTRY * 

(Laura Nyro) Jb 

V JULIE DRISCOLL, BRIAN AUGER 

and THE TRINITY 




Coo-From ATCO LP 2-70L o0 ^ 

*°'«G COR P., 1841 


4 ,' 




LIGHT Ml Y FIRE 

(Densmore - Krieger - Manzerak - Morrison) 

JULIE DRISCOLL, BRIAN AUGER 
and THE TRINITY 

From ATCO LP 2-701 , 


VOCAL 

69C-16548-M0 

CSG Processed 
Mono Master 


45-6685 

Pub., Nipper, ASCAP 
Time: 4:21 
Produced by 
Giorgio Gomelsky 





PROMOTIONAL CO 


NOT FOR SALE 


FDJ-10 

(F-1636) 
1*43804 
Folklore 
Productions, 
Inc. & Emorcy 
Publishing 
Inc. 

(ASCAP) 2:28 


Produced by 
Milan Melvin 


MONO 

VERSION 


THERE AIN’T NO INSTANT REPLAY 
IN THE FOOTBALL GAME OF LIFE 

(M. Greenhill) a 

MITCH GREENHILL ^ 


/ 


promotional copy. 


NOT FOR SALE 


FDJ-10 

( F -1 636) 
2-43804 c L, 
Folklore ‘ 
Productions, 
Inc. & Emorcy 
Publishing 
Inc. 

(ASCAP) 2:28 




/ A 


Produced by 


Mi 


Ian 


Mel 


vin 


STEREO 
VERSION 


A i 


U 


THERE AIN’T NO INSTANT REPLAY 
IN THE FOOTBALL GAME OF LIFE 

(M. Greenhi II) 

MITCH GREENHILL 



ONCE OVER 


(Fred Mol I in-Stan Meissner) 

(From the A&M album “Burning Rome" SP-4916) 


YFred Mollin 
Music (CAPAC) / 
Almo Music 
of Canada, Ltd. 
administered by 
Almo Music 
Corp. in the 
U.S. and 
Canada 

(ASCAP) ! 

(02443-A) ' 

Time: 

3:30 

Mono 

2443 

© 1982 A&M 
Records, Inc. 


PROMOTION COPY 
NOT FOR SALE 


BURNING ROME 


Produced and Recorded by 
Liam Sternberg and Ed Stasium 
Assistance: John Hanlon, David Marquette, 
Jim Feraci and Chip Orlando 





ONCE OVER 

(Fred Mollin-Stan Meissner) 

(From the A&M album "Burning Rome" SP-4916) 


Fred Mollin 
Music (CAPAC) / 
Almo Music 
of Canada, Ltd. 
administered by 
Almo Music 
Corp. in the 
U.S. and 
Canada 
(ASCAP) 
(02443-A) 

Time: 

3:30 

Stereo 

2443S 

® 1982 A&M 
Records, Inc. 


PROMOTION COP ) 
NOT FOR SALl 


BURNING ROME 

Produced and Recorded by 
Liam Sternberg and Ed Stasium 
Assistance: John Hanlon, David Marquette, 
Jim Feraci and Chip Orlando 













HUGO MONTENEGRO 

Arr. and cond. by Hugo Montenegro 

Producers: Pete Spargo and Jack Pfeiffer 
Associate Producer: David Blume 



LOST HORIZON 

(from Ross Hunter’s Production of 
“Lost Horizon” for Columbia Pictures) 
(B. Bacharach-H. David) 

TMK(s) ® REGISTERED • M'ARCA(srREGISTRADA(s) 

RCA CORP.-MADE IN U S A. • ® 1972 RCA RECORDS 


MONO 
74-0875 
(SP-45-414) 

BPKM-7247 

NOT 

FOR SALE 

Colgems Music 
Corp./New 
Hidden Valley 
Music Inc./ 
J.C. Music 
Co., AS CAP 

2:37 

(Instr.) 


m 07/3 i 





HUGO MONTENEGRO 

Arr. and cond. by Hugo Montenegro 
Producers: Pete Spargo and Jack Pfeiffer 
Associate Producer: David Blume 


STEREO 
74-0875 
(SPS-45-414) 

BPKS-7247 

NOT 

FOR SALE 



SHARE 

R£CORi»S 


SR 103 A 

Tim©: 2:3 i 


\ 


r 

/ 


/ 

/ 


\ 


A 


K. 


Da S iiva/Brown 

II Henderson 
ASCAP 


STAY AS SWEET AS YOU ARE 

(M. Gordon • H . Ravel) 

STAN WOODS 

Arr. Prod . & Cond. By 
Van McCoy 


SHARE 

RECORDS 


. - - ’ " * " - 4 


SR 10S S 

Time: 3:06 


THROUGH A LONG AND SLEEPNESS NIGHT 

(M Gordon - R. Newman) ^ 

STAN WOODS 

Arr. Prod. & Cond. By 
Van McCoy 





I STILL DIDN'T 
HAVE THE SENSE TO GO 

(Patti George) 

Attache Music Pub., Inc. — BMI 


MPERIAL 


A PRODUCT OF LIBERTY RECORDS 


f 

1 

i 

j 


1:56 


JOHNNY CARVER 


66297 

IM-6458 
Producer: 
Scott Turner 


/V,S, ON OF LIBERTY 



2:30 


66297 


IM-6459 
Producer: 
Scott Turner 


CARVER 


OF LIBERT* r 


FEELIN’ KINDA 
SUNDAY IN MY TANKIN’ 

(Scott Turner - Fred Burch) 

Metric Music Co. — BMI 




DON HO 

Produced by 
Sonny Burke 


REPRISE RECORDS 

NOT FOR SALE 

★ 

0754 

(L6580) 









REPRISE RECORDS 

NOT FOR SALE 


( L 6 578) 
Arranged & 
Conducted by 
Ernie Freeman 



* 0 , WS/ON OF 



»*V4-0. 

v UHA CANTRELL 


w 

47-9526 

(WPKM-2458) 

Easy Listening 
Music Corp. 
ASCAP 

3:07 


Arranged and Conducted by 
Chuck Sagle 


PLUG 

SIDE 


NOT FOR SALE 

Producer: 

Danny Davis 


THE MUSK PLAYED 

(Was Ich Dir Sagen Will) 

( Hawker-Fuchsberger-Jurgens) 






cnVici- 


47-9526 

(WPKM-2457) 

Screen Gems- 
Columbia 
Music Inc. 
BMI 

2:11 


LANA CANTRELL 

Arranged and Conducted by 
Chuck Sagle 




RPM 


JUST A LITTLE LOVIN' 

(Early In The Mornin') 
(Mann- Weil) 


NOT FOR SALE 

Producer: 

Danny Davis 


4< Mf» . 


RADIO 





VINYL RECORDS 


RICH OLGA(BMI) 


OKF 004fas 


5:35 




©& © 1980 
KENNETH B 
HIGNEY 


Originally released on 
KEBRUTNEY 
RECORDS 
Licensed to 
ONE KIND FAVOR 
All rights controlled by 
RICH OLGA INC. 
kbh@kebrutney.com 


FUNKY KINKY 
(Kenneth B. Higney) 

KENNETH HIGNEY 


VINYL RECORDS 



RICH OLGA (BMI) 
3:04 


©&® 1980 
KENNETH B. 
HIGNEY 


OKF 004ras 

Originally released on 
KEBRUTNEY 
RECORDS 
Licensed to 
ONE KIND FAVOR 
All rights controlled by 
RICH OLGA INC. 
kbh@kebrutney.com 


I WANNA BE THE KING 

(Kenneth B. Higney) 

KENNETH HIGNEY 





Fox Continental 
Music Corp. 

(SMI) 
Time: 2:00 


6705 » 

From LP Q 
Prudence And< 
The Pill” 
S4199 < 


(TF-80199) 


PROMOTION II N 

COPY 

v THE PILL 

/v (Theme from film ‘‘Prudence And The Pill”) 
^ (B. Ebbinghouse) 

Conducted by 

^ ^ BERNARD EBBINGHOUSE^ 



2fFox Continental 
Music Corp. 
z* (BMI) 

JL Time: 2:18 

o (TF-80200) 


6705 ® 

From IP H 
Prudence And% 
The Pill” m 
$4199 


PROMOTION 

COPY 


NOT FOR 
SALE 


TOO SOON TO TELL 

(From film “Prudence And The Pill”) 

% (B. Ebbinghouse - N. Newell) 

OfcTHE MIKE SAMMES SINGERS^ 

2^ION. 



© & © 

Banfield Flyer 

Music 

Time: 3:02 
Intro: :11 
(U-12765) 


< 


a. 


<a 


* 


STEREO 
45 RPM 
SAS 0003 

Producer: 

The Wray Bros 
Band 


"UNTIL WE MEET AGAIN" 

(Bubba Wray) 

\ THE WRAY BROTHERS 


BAND 

1 st. 15, Gres" 3 


7?9 ® 0 « 003 ^ 


^^SPARIl.4^ 



THE 


©& ® 

Banfield Flyer 
Music 

Time: 2:54 
Intro: :06 


STEREO flV 
45 RPM O' 
SAS 0002 O 

(U-12013) JJ 

Oj 

0)i 


\ "I NEED SOMEONE BAD TONIGHT" 


(Scott Wray) 


'ey, THE WRAY BROTHERS A 




BAND 

st. 15, Gres 





©&® 

WARDEN 

MUSIC 


TIME 

INTRO 


2:58 

0:08 


SAS 0001 


“THE BATTLE OF NEW ORLEANS’ 

(JIMMY DRIFTWOOD) 

THE WRAY BROTHERS 
BAND 

Records 


EYDIE GORME 


qV-U 


NOT 
FOR 
RESALE 


RADIO 
STATION 
COPY 


W 


A 


JZSP 137247 

2:25 

Publisher: 

Hill & Range 
Songs, Inc. 
(BMI) 


I REALLY DON'T WANT TO KNOW 

-H. Barnes - D. Robertson- 
From the Columbia Lp "THE LOOK OF LOVE" CS 9652 
Arranged by Don Costa 
© Conducted by Joe Guercio 


c O/ . Prod, by Marion Evans 




Barcas reg. 







EYDIE GORME 


0 \-U(W d 


NOT 
FOR 
RESALE 


RADIO 
STATION 
COPY 


JZSP 137248 

2:59 

Publisher: 
Colgems 
Music Corp. 
(ASCAP) 


THE LOOK OF LOVE 

-H. David - B. Bacharach- (From Charles K. Feldman's 
"Casino Royale" - A Columbia Pictures Release) 
From the Columbia Lp "THE LOOK OF LOVE" 

© . CS 9652 Arr. & Cond. by Pat Williams 






Prod, by Mike Berniker 


8 / 4 ' 


Barcas reg. 






vV 




r 

1 


. 

L ' 

A 





444677 

JZSP 138745 

3:43 

Publisher: 
Lowery Music 
Co., Inc. 
(BMI) 


GABRIEL 

-J. South- 

Arranged by Emory Gordy, Jr. 
Produced by Buddy Buie 






BILLY JOE ROYAL 



qV-UJW^ 



RADIO 
STATION 
COPY 




444677 

JZSP 138744 

2:23 

Publisher: 
Low-Sal 
Music Co. 
(BMI) 


MOVIES IN MY MIND 


NOT 
FOR 
RESALE 


CO u 


L 


RADIO 

STATION 

COPY 


n 

Suggested 

Side 

4-44578 

JZSP 137632 

2:32 

Publisher: 
Razzle Dazzle 
Music 
(BMI) 


C 


O 




% 


FALLING DOWN 

-T. Randazzo - V. Pike- 
Arranged by Bill Justis 
Produced by Bill Justis 

A Si Barcas reg p*'* 4 ^ 




BROTHERS 

FOUR 



Publisher: 
Wren Music 
Co., Inc. 
(BMI) 



SWEET DREAMS, SWEET 
RUNAWAY CHILD 

-E. Levitt - K. Young- 
Arranged by Bill Justis 
Produced by Bill Justis 



MARCAS REG. P*'^ 




Commonwealth 
United Music 
(BMI) 

Time: 2:38 

(J-KKA-22X) 


PROMOTION COPY 



Production and 
Sound by “Mike" 


NOT FOR SALE 


RAIN 

(Dino - Sambello) 

NEW HOPE 


^ By 


JAMie r ° 





EREO 

1385 


Commonwealth 
United Music 
(BMI) 

Time: 2:38 

(J-KKA-22XS) 


Production and 
Sound by “Mike" 


NOT FOR SALE 


PROMOT ON COPY 


RAIN 

(Dino - Sambello) 

NEW HOPE 


PY^'* 


Mm IE RECORD CO 




